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In his Hollywood home, Ernest Haller (right), with Du Pont Technical Representative J. W. 
DuVall, examines cuttings from “Strange Intruder,” in which many scenes were shot on 


Du Pont “Superior” 4 Film. Mr. Haller, who has worked with most of the major studios, says 
that the co-operation of Du Pont representatives is a factor in his using Du Pont films. 


“For every scene that needs a fast film, 
Du Pont ‘Superior’ 4 is ideal” 


says Oscar winner Ernest Haller, A.S.C., whose camera 
work has earned him seven Academy Award nominations 


In two of his recent pictures—“Strange 
Intruder” (a Lindsley Parsons produc- 
tion for Allied Artists release) and “Men 
in War” (a Security Productions picture 
for United Artists release )—Ernest Haller 
used the new Du Pont Superior® 4 Mo- 
tion Picture Film in every night scene, 
all interiors and some outdoor sequences. 
Mr. Haller reports that “Superior” 4 has 
“every desirable quality.” 


“I found DuPont ‘Superior’ 4 very 
easy to work with,” he states. “It is vis- 
ually accurate— you get what you see in 
the camera. It offers a wide range of con- 
trast, good gradation and resolution, and 


DU PONT MOTION PICTURE FILM 


REG. U. S$. PAT. OFF 


is compatible with any light. It doesn’t 
have the graininess of some fast film. 


Mr. Haller points out that today’s Di- 
rector of Photography must make quick 
decisions. “He must trust his own ability, 
and he must have full confidence in the 
film he uses. In my experience, Du Pont 
products always perform up to expecta- 
tions; so I did not hesitate to use a new 
Du Pont film, for the first time, in a pic- 
ture as important as ‘Strange Intruder.’ 
In location work on ‘Men in War,’ I 
found ‘Superior’ 4 a valuable companion 
to ‘Superior’ 2: these two films assured 
me of excellent screen quality.” 


Better Things for Better Living . . . through Chemistry 


For more information on “Superior” 4 
and other fine Du Pont motion picture 
films, call or write your nearest Du Pont 
Sales Office or write Du Pont, Photo 
Products Dept.. Wilmington 98. Del. 
In Canada: Du Pont Company of Can- 
ada (1956) Limited. Toronto. 


SALES OFFICES 
805 Peachtree Bldg. 
140 Federa! Street 
4560 Touhy Ave., Lincolnwood 
20950 Center Ridge Road 
1628 Oak Lawn Avenue 
Los Angeles 38, Calif. 7051 Santa Monica Blvd. 
New York 11, N. Y. 248 West 18th Street 
Phila., Pa. 308 E. Lancaster Ave., Wynnewood 
Nemours Bidg., Wilmington 98, Del. 


Atlanta 8, Ga. 
Boston 10, Mass. 
Chicago 30, III. 
Cleveland 16, Ohio 
Dallas 7, Texas 
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Dry To Dry Cycle—Less than 5 Minutes! 
Most Compact Unit Available —10'4" Long! 


Check these additional outstanding features: 


® No changes or adjustments required for 16/35mm change-over. B Infinitely variable speed adjustment range 
extending from 25 to 150 f.p.m. for negative/positive film. B Five solution-tight, vapor-tight compartments each 
contain independent spray system; developer, water rinse, fix, second rinse, and wash. 
® Design flexibility permits great versatility. Spray chambers may be added or removed to suit any 
processing procedure. entire processing and drying section designed for daylight operation. Load table and 
accumulator in dark room. B ample access panels and doors provided in front and rear for threading, 
inspection, and maintenance. & ii stainless steel construction, highly corrosion resistant. & Loading and take 
; up spindles equipped with automatic/manual film locks. £ High speed jet impingement drying cabinet. 
® Color coded valves, pumps, lines, inlets and outlets minimize operator error. 
= Temperature control system brings solutions up to operating temperature in minutes. 





Please send me a copy of the 
New Houston Fearless Rapid Spray Processor Catalog 






11801 West 
Olympic Blvd. 
Los Angeles 25, 
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Multiple Mitchell Cameras on Mobile Turret ot U.S. Noval Air Missile Test Center, Point Mugu, Calif. Seventeen 35mm and five 16mm Mitchells are used here. 


CAMERA BECOMES BASIC RESEARCH TOOL 


Official U. S. Army Photograph 


Official U. S. Air Force Photograph 





200 Mitchell Cameras, mostly high-speed 
models, ore in use here at White Sands Prov- 
ing Ground, New Mexico. 


Mitchell Telephoto Tracking Camera in use 
at Air Force Missile Test Center, Cape Cana- 
veral, Florida 





Official U. S. Navy Photograph 


Official U. S. Air Force Photograph 





Powered Tracking Mount has Mitchel! Com 
eras; over 50 Mitchells are used at U.S. Noval 
Ordnonce Test Station, Inyokern, Calif 


One of 12 Mitchell cameras used to track 
missiles at Holloman Air Development Center, 
Alamogordo, New Mexico. 





Vital Projects Now Heavy Users of Motion Picture 
Cameras With Flexible Performance Range 


Accelerated project work has today put increased 
demands upon motion picture equipment. Because of 
the need for a camera which can perform under a 
broad range of research and development require- 
ments, the Mitchell Camera has today become the 
standard basic motion picture camera used in proj- 
ects in this country and abroad. 

No other single camera can be used so flexibly, 
under such extreme filming conditions, and for such 
a broad range of cinematography as can a Mitchell 
Camera. In one location, alone, 200 Mitchell 35mm 
and 16mm cameras are now in use at White Sands 
Proving Ground. 

Write today on your letterhead for information 
on the Mitchell Camera line. 


CORPORATION 


666 WEST HARVARD STREET 
GLENDALE 4,CALIFORNIA 


Cable Address: ‘‘MITCAMCO” 
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ON THE COVER 


DIRECTOR OF PHOTOGRAPHY Robert Planck, A.S.C. (in white 

jacket, center) prepares to start camera rolling on a_ scene for 

Columbia Pictures’ “Jeanne Eagles,” as producer-director George Sidney 

briefs Charles Drake and Kim Novak on dialogue and action for scene. 
Photo by Van Pelt. 
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ONE CAMERA 


16mm or 35mm 
in 10 SECONDS! 


Ca merette 1.2 


Reflex Motion Picture Camera 


The perfect camera for the motion picture film 
maker working in both 16mm or 35mm color 
or black and white. 


LOOK AT THESE ADVANTAGES— 


@ The same lenses, same motor drives, same 
sound blimp and accessory equipment used 
for both 16mm or 35mm—to convert simply 
change the magazine. 


@ Precise rugged movement 

@ Reflex viewing 

@ 200 degree adjustable shutter 
@ Divergent three lens turret 


@ Automatic film gate 400’ magazines 16 or 
35mm—the 16mm magazine will accom- 
modate daylight spools as well as standard 


core load. 


@ Light weight—only 14 pounds with 3 
lenses, 400’ magazine, and 6/8 volt motor. 


Write for brochure 











U Jamerette 


patents coutant-mathot 
Manufactured by Ets. Cine. Eclair, Paris 


FRANK C. ZUCKER 


(+ AMERA CQuiement Galil 
Kab) 


Dept. A West 43rd St 


New York 36, N.Y. JUdson 6-1420 























16mm Color Motion Picture 


16mm Color Internegative— 
Positive Printing and 
Processing 


Magnetic Laminating 
Color Slidefilm 


l6mm Black 
and White 


Box 2408 
Gary 5, Indiana 


Laboratory 
5929 East Dunes 
Highway 


Telephones 
Gary, YEllowstone 8-1114 
Chicago, SAginaw 1-4600 


a AMERICAN CINEMATOGRAPHER 





VHAT’S NEW : 


... in equipment, accessories, services 








New G-E Meter 

General Electric Company has an- 
nounced a new light weight. low-priced 
photo-electric exposure meter, designed 
especially for amateur photographers. 
Trade-named Mascot II, it is priced at 
$9.95. The direct-reading meter is not 
much bigger than a cigarette lighter. 
color-styled with a beige case and gold 
dial with red accents, and gives instant 
“one-answer exposure readings well 
within ASA accuracy standards. 

The direct-viewing scale provides for 
both f/ stops and the new Exposure 
Values (EVS) and settings for cine cam- 
eras at 16, 24, and 48 fps. 





Elwood Densitometer 


Fotomatic Corp., 2603 Kessler Blvd.. 
N. Drive, Indianapolis 22, Ind., an- 
nounces production of a new light meas: 
uring instrument trade-named the El- 
wood Densitometer and Light Meter. 
Model MA-1. This dual-purpose instru- 
ment is an ultra-sensitive meter for ac- 
curately measuring light qualities and 
quantities. Unit consists of a light-sensi- 
tive crystal and a meter mounted in a 
cast aluminum housing. The crystal, or 
light reading component, is mounted in 
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a transparent plastic holder and is at- 
tached to meter by a convenient flexible 
cable. List price is $118.00. 


Camera Shoulder Brace 

Cinekad Engineering Co., 763 Tenth 
Ave.. New York 19. N.Y.. announces a 
new shoulder brace for mounting 35mm 
and 16mm cameras for hand-held cam- 
era shots. Made of lightweight cast alu- 
minum unit is rubber cushioned and 
readily demountable. Literature and 
prices are available from the manufac- 
turer. 





Bell & Howell Telephoto 

A new 2-X telephoto attachment lens 
for Bell & Howell 20mm lenses, fits the 
B&H 16mm electric eye camera and the 
Sunomatic lenses on the 200 series with- 
out affecting the automatic exposure fea- 
tures of the cameras, according to Bell 
& Howell Co.. Chicago. The attachment 
doubles focal length of camera lens and 
in effect brings subjects closer to cam- 
era. When used on the {/2.5 universal- 
focus lens, no focusing is required. With 
the £/1.9 focusing mount lens, the latter 
is focused according to simple figures 
engraved on collar of the attachment 
lens. Available generally through B&H 
dealers, list price is $89.95. Viewfinder 
objective to match is $10.50 additional. 


Armistead in Chicago 

Mark Armistead, Inc., leading renter 
of camera equipment in Hollywood, has 
opened a Chicago branch to supply mid- 
west film producers with latest type cam- 
eras and associated equipment. Head- 
quarters are in Studio Lighting Co’s. 
Building at 2212 No. Halstead Street. 





i 





witl 
FO 


_ The un’ 
Sound- 
to nam 
Camere 

- contint 


i Shutte 


Focusil 
“Super 


) 
) 
4 , 
7 
;» 
is 








5 on 
i 
; 
' 

re 
; 

é 
690 











luricon 


“SUPER 1200” CAMERA 


' 
with Full-Frame Refiex Ground-Glass 


FOCUSING OPTICAL SYSTEM 





_ The unique and versatile features built into the 16mm Auricon “SUPER 1200” 
Sound-On-Film Recording Camera have prompted Producers and Cameramen 
to name the Super 1200 ...“Finest 16mm Sound Camera ever built!” This 
Camera is “Self-Blimped” for whisper-quiet Studio work, has 33 minutes of 

. continuous film capacity, Variable-Shutter or Kinescope “TV-T” Recording 

Shutter, plus the combined “Rifle-Scope” Telephoto Finder and Reflex- 

Focusing Optical Systems illustrated below. Its only equal is another Auricon 















“Super 1200”... 
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IMAGE SEEN BY 
CAMERAMAN 





PRECISION DOVE-TAIL CARRIAGE 
IN “GROUND-GLASS FOCUS” POSITION 













) OBJECT 
BEING 

} SHOT 

IN USE FOR FULL-FRAME GROUND-GLASS FOCUSING 

“Super 1200” Reflex Ground-Glass Focusing-Frame indicates the field covered 
| § by any focal-length lens at all distances. A 10X enlarged Ground-Glass image 
is seen by the Cameraman, for needle-sharp critical focusing. 
f * = 
, THE CAMERA OF TOMORROW, HERE TODAY! 









, By CAMERAMAN’S EYE 


3 10 X ENLARGED 
TELEPHOTO FINDER 
IMAGE SEEN 


BY CAMERAMAN 











PRECISION DOVE-TAIL CARRIAGE 
IN “TELEPHOTO FINDER” POSITIQN 











OBJECT 
BEING 
SHOT 


IN USE AS TELEPHOTO-FINDER DURING FILMING 
No Camera-weight shift on tripod legs when moving from focus to film-shooting 


position with the “Super 1200.” Camera-body does not shift to focus, or shoot 
film, as Optical-System Dove-Tail Carriage is only moving part! 













ITS ONLY EQUAL IS ANOTHER AURICON “SUPER 1200" 


Model “CM-74C” Features include... 
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A PRODUCT OF 


“Rock-steady” picture and High Fidelity Optical Sound-Track recorded on same film at same 
time, with “whisper-quiet” Camera & Sound Mechanism synchronously driven by precision- 
machined Nylon gears. 

“Super 1200” is Self-Blimped for completely quiet Studio use. 

Built-in Electric Camera Heater with automatic Thermostat-Control, provides reliable cold- 
weather Camera operation. 

Geared Footage & Frame Counter with built-in neon-glow indirect light. 

Two independent Finder systems (in addition to Reflex Ground-Glass Focusing through the 
Camera lens); a brilliant upright-image Studio Finder, plus the “Rifle-Scope” precision- 
matched Telephoto-Finder. 

600 and 1200 ft. film Magazines available. Up to 33 minutes continuous filming. 

During picture exposure, your film runs through the Auricon “Super 1200” Film-Gate with the 
light-sensitive film emulsion accurately positioned on jewel-hard Sapphire Surfaces, an 
exclusive Berndt-Bach feature (U.S. Patent No. 2,506,765). This polished Sapphire Film-Gate 
is guaranteed frictionless and wear-proof for in-focus and scratch-free pictures, regardless 
of how much film you run through the camera! 

Priced from $4,652.15 complete for sound-on-film; $3,755.65 without sound; choice of “C” 
Mount lenses and Carrying Cases extra. 

Sold with a 30 day money-back Guarantee and One Year Service Guarantee; you must be 
satisfied. Write today for your free Auricon Catalog. 
















SERNDT-BACH, INC. 


6902 Romaine Street, Hollywood 38, California 


MANUFACTURERS OF SOUND-ON-FILM 
RECORDING EQUIPMENT SINCE 193) 
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Mixing your 
own chemicals? 





Reversal Processing can be easy! 
. Atkinson Reversal Processing 
Chemicals are already mixed! 
We're THE place to get them 
ready-to-use. (Either dry or 
liquid form). 
Other Labs and TV stations are 
using them you can save 
time and money, too. 


Cthinson WY :10)-7.040):) A) (om 


7070 Santa Monica Boulevard 
Hollywood 38, California 





Announcing 


THE NEW 


E-7 
FILM SPLICER 


USES CLEAR PERFORATED 
SPLICING TAPE 





Model 8-16 534° 


Model 35 price on request 
it's E-Z to splice all types of film 
with clear, perforated tape 
One stroke cuts both ends of film leaving it 
in position for butt splice. No scraping, emul- 
sion dust, or cementing. Next stroke cuts tape 
on frame lines and places it on film 


{8mm or 


16mm) 


E-Z splices are stronger, do not show on 
screen, and are quiet in projection 

The E-Z 8-16 model has cast aluminum body 
hardened steel cutters and eight film align- 
ment pins. 

operation with professional 


Simple precision 


results 


Dealer Inquiries Invited. 


E-Z "SET PRODUCTS 


7731 E. Vandorf St. So. San Gabriel, Calif 
C] Please send free literature 


—— 
C] | enclose $ 


. in check or money 
order for E-Z Film 


Splicer Model 8-16 








Calif. buyers include $1.40 sales tax.) 
Name 
Address. 
City...... Zone State 
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Photographic Assignments 


Who, where and what the industry's cameramen were shooting last month. 


“Asterisks indicate television film productions. 








ALLIED ARTISTS 


@ Cart Bercer, ASC, “Portland Exposé,” 
with Edward Binns and Virginia Gregg. 


Harold Schuster, director. 


@ Harry Neumann, ASC, “Looking for Dan- 
ger,” with Huntz Hall and Lili Kardell. 


Austen Jewell, director. 


AMERICAN NATIONAL 


@ Monroe Asxkins, “Cisco Kid,” 
cial. * “Men of Annapolis,” * (Ziv-TV) Eddie 
Davis, director: “Harbor Command, * (Ziv- 
TV) with Wendell Corey. Leon Benson and 
James Sheldon, directors. 


commer- 


@ Bos Horrman, “Men of Annapolis,” * 
(Ziv-TV). Herb Strock and Eddie Daves, 
directors. 

@ Perer Hennessy, “The Cat Girl,” (Shoot- 
ing in London in cooperation with Anglo 
(Amalgamated Film Dist.) with Lynn Tracey. 


Alfred director. 


Shaughnessey, 


CALIFORNIA STUDIOS 


@ Lucien Anpriot, ASC, “The Silent Ser- 
vice,’ * (Twin Dolphin Prods.) Jean Yar- 
brough and Sobey Martin, directors. 


@ Witttam Marcuuies, “Have Gun Will 
Travel,”* (Filmaster Prod.) with Richard 
Boone. Andrew MecLaglen, director. 

@ Freet Soutucott, “Gunsmoke,”* (Fil- 


master Prods.) with James Arness and Dennis 
Weaver. Andrew McLaglen, director. 


@ Ratpw Woorsey, ASC, “Forest Ranger,” * 
(World Wide Prods.-color) with Christine 
Miller and James Lloyd. Dick Ross, director. 


CARTHAY STUDIOS 


@ Rapeu 
(Alland’or 
Tom Sheldon. 


Woo.Lsey, ASC, “Decision,” * 
Prods.) with Shirley Jones and 
Reid Rummage, director. 


COLUMBIA 
@ Gert Anversen, ASC, “The Web,” * 
(Screen Gems.) J. Addiss, director. 
@ Kit Carson, “Father Knows Best,” * 
(Screen Gems) with Robert Young and Jane 
Wyatt. Peter Tewksbury, director. 
@ Frep JACKMAN, Jr., “Adventures of Rin- 


(Screen Gems) with Lee Aaker 
Robert Walker, director. 


Tin-Tin,” * 
and James Brown. 
” (Phoe- 

N. M.) 


Anna 


@ Cuartes Lawton, ASC, “Cowboy, 
nix Prods.; shooting in Santa Fe, 
with Glenn Ford, Jack Lemmon and 
Kashfi. Delmer Daves, director. 


@ Irving Lippman, “Johnny Nighthawk,” * 
(Screen Gems) with Scott Brady. Oscar 
Rudolph, director; “Tales of the Texas 
Ranger,” * (Screen Gems) with Willard Par- 
ker. Lew Landers, director. 
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@ Harotp Lipstein, ASC, “Pal Joey,” (Essex- 
Sidney Prods.; shooting in San Francisco) 
with Rita Hayworth and Frank Sinatra. 


George Sidney, director. 


WALT DISNEY 
@ Gorpon Avit, ASC, “The 


with Tim Considine and Tommy Kirk. 
Springsteen, director. 


Hardy Boys,” * 
Robert 


@ Water Castte, ASC, “Andy Burnett,” * 
with Jerome Courtland and Jeff York. Lewis 
Foster, director. 

@ Ray Fernstrom, ASC, “Old Yeller.” (Add- 


ed scenes). Stanley Johnson, director. 


FOX WESTERN AVENUE STUDIOS 


@ Frank Repman, ASC, “The Perry Mason 
Show,”* with Raymond Burr. Various direc- 
tors, 
GENERAL SERVICE 
@ Arcu Datzett, “Panic,”* (McCadden 
Prods ). Maury Geraghty, director. 
GOLD MEDAL STUDIO 
Bronx, New York 
@ Morris Hartrzeanp, “Mr. Rock ’n Roll,” 
(Aurora Prod.) with Alan Freed, Rocky 
Graziano and Lois O’Brien. 
GOLDWYN STUDIOS 
@ Ray Rennanan, ASC, Ne gg David 
Grief,” * (Guild Films, Inc.) with Maxwell 
Reed and Tudor Owen. -s Heisler, di- 
rector. 
INDEPENDENTS 


@ Joserpu Biroc, ASC, “The Amazing Colos- 
sal Man,” (Malibu Prod. for American Inter- 
national Pictures) with Glenn Langan and 
William Hudson. Bert I. Gordon, producer- 
director. 


@ Sam Leavitt, ASC, 
PT Prod.) with Mary 
Campbell. Joe Parker, 


“Young Mother,” (AB- 
Webster and William 


director. 


@ Russet, Hartan, ASC, “Witness for the 
Prosecution,” (Edward Small Prod. for UA 
release) with Tyrone Power and Marlene 


Dietrich. Billy Wilder, director. 


KEYWEST STUDIOS 
@ Water Strence, ASC, Series of religious 
pictures. William Claxton, Frank MacDonald 
and George Archinbaud, directors. 
KTTV STUDIOS 


@ Sruart THompson, ASC, “Lassie,” * (Robt. 


Maxwell Prods.) with Jan Clayton, Tommy 
Rettig and George Cleveland. Various di- 
rectors. 

LINKLETTER PLAYHOUSE 
@ Aran Srtensvotp, ASC, “People Are 


Funny,”* (Art Linkletter Prods.) with Art 
Linkletter. Irv Atkins, director. 
(Continued on Page 418) 
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TEL-Animastand... a 


ANIMATION and SPECIAL EFFECTS CAMERA STAND 


© Operates with any 16mm or 35mm camera 

e Precision alignment from 2 through 24 fields 

@ Massive main column (334” dia.) guide column 

(2” dia.) ground for accurate performance 

© Ball bearings for smooth zoom action 

@ Precision machining thruout with .001 accuracy 

© 60” zoom; 24” east/west, 18” north/south travel 

© 360° Rotational table; precise locking action 

© 4 counters calibrate compound; zoom movements 
© Twin heavy-duty rods support rigid, counter- 

balanced camera faceplate 

@ Roller chain drive; ultimate strength 2000 Ibs. 

© Easy to install & operate. Passes thru 30’ doorway 

©@ Acme registration “Standard of the Industry” 

© Heavy welded steel base 

© Wt. 850 Ibs.; Ht. 9 ft. 











































Only 52995 


CONVENIENT PAYMENT PLAN AVAILABLE 


Write for illustrated brochure describing 
many adaptations of the TEL-Animastand 


Here is a partial list of the many 
satisfied Tel-Animastand users: 


Associated Missile Products Corp., Pomona, Calif. 
Boeing Airplane Co., Wichita, Kansas 
California Institute of Technology, Pasadena, Calif. 
Campbell Films, Saxton’s River, Vermont 

= Holland-Wegman Productions, Buffalo, N. Y.. 

Sandia Corporation, Albuquerque, N. M. 

Telefects, Inc., New York, N. Y. 

TV Spot Service, Cedar Rapids, lowa 

UNESCO (Aid to India), Paris, France 

University of California, Livermore, Calif. 

Veterans Administration Hospital, Topeka, Kansas 

> Viguie Film Productions, Inc., Santurce, P. R. 







Photographed at 
Telefects, Inc., N. Y. C. 
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OUR EXPERIENCE IS YOUR KEY TO 


SERVICE & DEPENDABILITY 





CAMART DUAL SOUND READER 


[Mane BARDWELL- 
AURICON PRO-600 McALISTER LIGHTS 








® Synchronized to any picture viewer 
@ Right to left or left to right operation Single-system sound-on film cam- . « . complete stock of 750 to | 
@ 16mm or 35mm Magnetic Model...... $185.00 ae rs peareugsceeene for hi- 5000 watt professional motion : 
fidelity lip-sync motion pictures. picture lighting equipment and 7 
@ 16mm or 35mm Optical Model.......... $195.00 Ideal for industrial, educational accessories 81 00 i 
and newsreel work, (EES ae ° 


De ee ae 
PROD.NO. | ian. CAMART 
a) : 

DIRECTOR | | re CORE 
se aa > DISPENSERS 
SOUND | SCENE | TAKE Simply attach the 


~ 


— 


dispenser to wall 
for keeping plastic 
lab cores handy at 


DATE | ' ” al times. 
Plastic Clear Vue 


CAMART SLATE \ mee 
AND CLAPSTICK OPTICAL FX UNIT , Aluminum 


:  ——_— 9.50 
Contains space for all essential For motion picture and television cameras. 24" 11.50 


information. Originally sold Reproduces multiple images in_ rotation. 36” .. 14.50 


for $11.75. Now only $4.75 Many varied effects $119.75 | 
| 





plus postage. ESP a 


ECCO FILM CLEANER } 


Ecco No. 1500 Speedroll Applicator— 
an efficient time-saving method for 
cleaning films ............ seas ee $29.50 






HOLLYWOOD SPLIT REELS 





x«<. yet et Ecco #1500 cleaning fluid per gal- | 
uminum ee 2g DE RR a le aN $9.60 
GOSSEN METER 400° x 16mm ----- 6.50 4.50 Ecco #2000 Negative cleaning fluid, 
Color Temperature Meter/Filter oo es . 8.50 6.00 per gallon .............. $6.50 
Indicater Eliminates costly trial 1200’ . 9.00 7.50 ’ 
exposures and avoids ‘‘off-color”’ 1600’ .. 10.50 8.10 
results, Meter shows color tem- Jee ; ..12.50 10.00 
perature on light source (2600° 16mm _ Split Reel Adapter converts to | 
to 20,000” K) and, simultaneous- er Mend ne eee $3.00 CAMERA 
ly indicates correction filter re- 1000° x 35mm Aluminum Split MART 


quired for correct color balance PR hs A ee ....$9.75 


with any type of color film. - | 
Complete with On the West Coast Camart Products are available .. 


and neck chain......... from: Birns & Sawyer, Inc., Los Angeles a j 


w CAMERA MART. Pex & 


1845 BROADWAY (at 60th St.) NEW YORK 23 - Plaza 7-6977 ~ Coble: Comeramart New York’s new Coli 
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' THE MAGIC OF FILM 


HOIOIYN USisap 


JesBoioud 


Compiete 16 mm and 35 ™m™ services 








I HblE UCCIII IBAHHH 
T> j > | a | 
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( [ I I \ ( RES] Ri H 


The results of medical research 
are passed across the barriers of 
geography and language, and 
shared by all mankind through 
The Magie¢ ot 
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: dS * ie 
1546 NO: ARGYLE, WOLLYWOOD-28, CALIF. / HO. z 
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PROFESSIONAL 


16MM 
BLACK 


& 
Wild Ute 


reversal 
processing | 


Processing on hourly schedule for 
leading TV Stations and Producers 


FASTAX SPECIALISTS 


Now under the sole ownership and direction of 
JACK ASHER 


Write for Circular 
LAB-TWYV 


247 WEST 46th STREET, NEW YORK 36, N. Y. 
JUdson 6-2293 








Fluid-Action 


MILLER HEAD 





PRO-16 TRIPOD 


* Custom top available for Cine-Special 
* Adapter plate for Pro-Junior tripod 
® Servicing and repairs 


Model “D" HEAD 
Model “D" & PRO-16 TRIPOD 240.00 
Sturdy fiber carrying case........ 19.95 


U. D. PHOTO ENGINEERING 


Box 25761, Los Angeles 25, Calif. 
Phone GRanite 7-4570 
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PHOTOGRAPHIC ASSIGNMENTS 


(Continued from Page 414) 


METRO-GOLDWYN-MAYER 
@ Joun Aton, “The Brothers Karamazov,” 
(Metrocolor) with Yul Brynner and Maria 
Schell. Richard Brooks, director. 


@ Josern Biroc, ASC, “The Thin Man.” * 


Don Weis, director. 


© Rosert Bronner, ASC, “Jailhouse Rock,” 
with Elvis Presley. Richard Thorpe, director. 


@ Georce Forsry, ASC, “Saddle the Wind,” 
with Robert Taylor and Julie London. Robert 
Parrish, director. 


@ Ray June, ASC, Toni commercial.* Robert 
Larson, director. 


@ Harotp Marzorati, ASC, “The Hired 
Gun,” (Rorvic Prod.) with Rory Calhoun 
and Anne Francis. Ray Nazarro, director. 


@ Witttam§ Spencer, Maybelline commer- 


cial. * Edward Morey, director. 


@ Rosert Surtees, ASC, “Merry Andrew,” 
(CinemaScope & Metrocolor) with Danny 
Kaye and Pier Angeli. Michael Kidd, director. 


@ Harotp Wertman, ASC, “The Invisible 
Boy,” with Richard Eyer and Diane Brewster. 
Herman Hoffman, director. 

Best of the 


@ Loruroep Wortn, ASC, “The 


Post.” * Don Weis, director. 


MOTION PICTURE CENTER 


@ Maury Gertsman, ASC, “Date with the 
Angels,” * (Desilu Prods.) with Betty White. 
James Kern, director. 


@ Sip Hickox, ASC, “I Love Lucy,” * (Desilu 
Prods.) with Lucille Ball and Desi Arnaz. 
Jerry Thorpe, director; “Date with the An- 
gels,” * (Desilu Prods.) with Betty White. 
James Kern, director. 

@ Nick Musuraca, ASC, “The Line Up’* 
(Desilu Prods.) with Warren Andersen. An- 
drew McLaglen and James Kern, directors. 


@ Howarp Scuwartz, “Wyatt Earp,” * (De- 


silu Prods.) with Hugh O'Brian. Frank 
MacDonald, director. 

PARAMOUNT 
@ Haskett Boces, “Teacher's Pet,” (Vista- 
Vision) with Clark Gable and Doris Day. 


George Seaton, director. 


@ Georce Ciemens, ASC, “Sally,” * (Caul- 
ross Prods.) with Joan Caulfield. William 
Asher, director. 

@ Daniet Fapp, ASC, “Desire Under the 
Elms,” (VistaVision; Don Hartman Prod.) 
with Sophia Loren and Anthony Perkins. 
Delbert Mann, director. 

@ CuHartes Lanc, ASC, “A Woman Obses- 


sed,” (Vista-Vision) with Anna Magnani and 
Anthony Quinn. George Cukor, director. 


PARAMOUNT SUNSET 
@ FLoyp Crossy. ASC, “The Court of Last 


Resort.” * (Walden Prods.) Various directors. 


. Jury, 1957 


REPUBLIC STUDIOS 


@ Joun Russert, ASC, “Wagon Train,” * 
(Revue Prods.) with Carolyn Jones. George 
Waggner, director; “Jack Benny Show,” * 
(Revue Prods.) with Jack Benny. Don Weis, 
director; “Schlitz Playhouse of Stars,” * 
(Revue Prods.) John Brahm, director. 


@ Exvuis THackery, ASC, “Wells Fargo,” * 
(Overland Prod.) with Dale Robinson. Earl 
Bellamy, director; “Schlitz Playhouse of 
Stars,” * (Revue Prod.) James _ Nielsen, 
director. 

@ Witiiam Sickner, ASC, “State Trooper,” * 
(Revue Prods.) with Rod Cameron. Richard 
Irving and Ross Lederman, directors. “The 
Restless Gun,” * (Window Glenn Prods.) 
with John Payne. James Nielsen, director. 

@ Ernest Hatier, ASC, “Dead _ Lock,” * 
(Revue Prods.) with Betty Davis. John 
Brahm, director. 

@ Lionet Linpon, ASC, “Schlitz Playhouse 
of Stars.’ * (Revue Prods.) with Ricardo 
Montalban. Paul Henreid, director. 


@ Hers’ Kirkpatrick. “Wagon Train,” * 
(Revue Prods.) with Shelley Winters. Robert 
Florey, director. 


HAL ROACH STUDIOS 


@ Paut Ivano, “Stories of John Nesbitt,” * 

with John Nesbitt. Various directors. 
RKO-PATHE 

@ Wittiam SKkautrt, ASC, “The Real 


McCoys,”* (Brennan Westgate Prods.) with 
Walter Brennan. Sheldon Leonard, director. 


SUTHERLAND STUDIOS 


@ Girpert Warrenton, ASC, “Joan and the 
Highway,” (Promotional! film for U.S. Steel 
Co.) with Craig Stevens and Lola Albright. 
John Sutherland, producer-director. 


20TH CENTURY-FOX 


@ Brypon Baker, “Ride a Violent Mile,” 
(Regal Films) with John Agar and Penny 
Edwards. Charles Marquis Warren, producer: 
director; “The Copper Sky,” (Regal Films) 
with Coleen Gray and Jeff Morrow. Charles 
Marquis Warren, producer-director. 


@ Mitton Krasner, ASC, “Kiss Them for 
Me,” (Jerry Wald Prods.) (CinemaScope & 
DeLuxe color) with Cary Grant and Jayne 
Mansfield. Stanley Domen, director. 


@ Leo Tover, ASC, “The Sun Also Rises,” 
(CinemaScope & Color) with Ava Gardner 
and Tyrone Power. Henry King, director. 


@ OswaLp Morris, “A Farewell to Arms,” 
(CinemaScope & Color; David O. Selznick 
Prods.; shooting in Italy) with Jennifer Jones 
and Rock Hudson. David O. Selznick, pro- 


ducer. 


@ Joserpn Lasuette, ASC, “Down Payment,” 
(CinemaScope; Jerry Wald Prods.) with Jef- 
frey Hunter and Dana Wynter. Martin Ritt, 
director. 


(Continued on Page 424) 
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PARADE OF NEW PRODUGTS 








M19000 





M20000 





MS58001 


See 
first 


nee 


production equipment. 


J. G. McAlister Inc. 


The Newest, Most Advanced 
Lighting & Production Equipment 


LIGHTING EQUIPMENT: 


MO6000 Baby Kealite Head.... $ 73.50 
M63020...Baby Keglite Stand 36.50 
M14000 Junior Spot Head 117.50 
M63000 Junior Spot Stand 43.00 
M19000 Senior Spot Head 235.00 
W63010 Senior Spot Stand.... 49.50 


MO8O00O1 Sky Pan Head (with switch).. 107.50 
M61000 Single Bd. Hd. & Glass 


Diffuser 62.00 
M20000 Double Bd. Hd. & Glass 

Diffuser 105.00 
M64000 Indirect Floodlight 320.00 
MO3000 5 Licht Striplight 141.00 

BARN DOORS: 
2 WAY 4 WAY 

Baby Keglite...M58000 $10.50 M58001 $17.00 
Junior Spot M58011 17.00 M58014 30.00 
Senior Spot M58021 30.00 M58022 50.00 


HANGERS, ETC.: 


M49107 Broad Hanger . $22.00 
M51000 Low Bracket 15.00 
M49006 Trombone Hanger 27.50 
M54001 Pneumatic Hanger 44.00 
M54002 Through Hanger . 22.50 
M59010 Hardwall Clamp 6.75 
M48103 Clothwall Clamp 5.25 
M49102 Wall Plate 3.50 


Write for complete brouchures and price lists 


M49102 


Florman and Babb 
for anything you 


d in motion picture 





Servicing America's Finest Film Makers 








PRESTOSEAL 


Electric butt-weld splicer. No 
Scraping, no brushes, no cement. 
Perfect alignment, permanent 
splices in seconds. For 16mm or 


Combination 16mm/35mm model, 
Price on request 








JARO-SALFORD 
PROFESSIONAL 
EXPOSURE METER 


This meter combines the functions of 
both a photometer and an exposure 
meter in one instrument. The line 
scale of each meter is hand-calibrat- 
ed for the utmost in accuracy. 


$295.00 





F & B FILM REPAIR 
& SPLICING BLOCK 


SAVE TORN, BADLY DAM- 
AGED slidefilms and movie 
film. Repaired speedily, ef- 
ficiently, economically and 
PERMANENTLY by using the 
F&B FILM REPAIR AND 
SPLICING BLOCK in con- 
junction with Magic Mylar 
Transparent Splicing tape. 



















Here's how bad film tears and missing perforations can be repaired: 
The F&B FILM REPAIR AND SPLICING BLOCK provides solid base regis- 
tration of sprocket holes so that Mylar Splicing tape can be applied 
accurately on both sides of film. 
Also, the block is used for strengthening conventional lap splices— 
and to make butt splices. 
The upper channel comprises a complete splicing block for %” mag- 
netic recording tape. 
The F&B FILM REPAIR AND SPLICING BLOCK is made of precision milled, 
anodized aluminum. 
The block is completely non-magnetic. Magnetic—or magnastriped film 
may be repaired in perfect safety. 
For schools, colleges, industry, government, film and slidefilm libraries, 
projection rooms, for all users of film—the F&B Film Repair and 
Splicing Block is a prime necessity, made available by MASS PRO- 
DUCTION at the unusually low price of $19.95. 

ORDER YOURS NOW FOR EARLIEST DELIVERY—ONLY $19.95 


MAGIC MYLAR 
SPROCKETED 
TRANSPARENT 
SPLICING TAPE 


Clean * Self-Sticking—No Cement Required 








Durable © Tear Strength Greater Than Film 
Safe * 1/1000” Thick—Passes Thru Projector Easily 
Invisible © Optical Transmission of Spliced Frames Unaffected 
Economical * No Frame Loss When Repairing Torn Film or Perforations 


1émm Single or Double Perf @ $5.00 per 66 Ft. Roll (2640 Frames) 
35mm @ $9.00 per 66 Ft. Roll (1056 Frames) 


FOR MAGNETIC TAPE SPLICING 


16mm White or Colored Opaque 66 Ft. $6.60 
35mm White or Colored Opaque 66 Ft. $11.00 


F&B NOMINAR 


1” £/0.95 LENS 


‘The Fastest Lens in the World’ 
FOR ALL 16MM CAMERAS 





SALE 
SALE 


Bought out importer's entire stock 
—BELOW COST—now selling this 


sensational $175 lens at only 


$89.50 





LIMITED 
NUMBER 
AVAILABLE 


ORDER NOW 











FLORMAN & BABB, 


68 West 45th Street, 


INC. 


New YORK 36, N.Y. MU 2-2928 














NEW 
ARRIFLEX 
16 





The only 16mm camera providing through-the-lens 
focusing and viewing during exposure, — motor 


drive. Matte box, cables 725.00 
16mm Xenon f/1.9 lens $170.00 
25mm Xenon f/1.5 lens $170.00 
75mm Xenon f/2 lens oem $200.00 
Zoomar lens 1” to 3° f/2.8 for Arriflex . $579.00 
Arriflex, Model 16 Tripod “- $175.00 


MAGNASYNC X-400 RECORDER 


A complete sound system that weighs only 27 Ibs.! 
Features high gain ‘“‘long-shot’’ microphone channel. 
Dialog equalization for ‘‘speech-music”’ selection. 
Self-contained play- 
back system for 
« “film-direct’’ moni- 

\. tor. Famous Magna- 
sync ‘‘synkinetic” 
precision film trans- 
port. High speed re- 
wind, sync speed 
reverse and fast for- 
ward. Convenient ar- 
rangement for ‘‘sync 
marking.” Footage 
counter, extendedca- 
pacity arms, ‘“‘quick- 
detach” mount for 
special motors. Un- 
conditionally guar- 
anteed! $985.00 
Magnasync M-8 
speaker, amplifier, 
and accessory case. 





—" $97.50 
4-position mixer, high level mixing w/4%2” 
Vumeter mounted incase. . . $375.00 


Prices subject to change 
without notice 


PRECISION SOUND READERS 





COLORTRAN JUNIOR KIT 


Here, in one handy package, you have 
the equivalent illumination of 

watts of current from a 15 ampere fuse! 
Compact kit fits any car, contains 
everything you'll need for perfect 
lighting . . . a studio in a suitcase! 
includes 2 Groverlite heads with 8 
foot aluminum stands. All units have 
barn doors and diffusion slots for 
light control . « « $208.50 
SENIOR KIT — produces equivalent of 
5000 watts illumination from a 30 
ampere fuse .. . . . $276.50 
SPOT KiT—Contains 3 spotlights with 
a Broad or Junior, plus 4 stands. Snoots 
and diffusion for spots . . $313.25 


Simple threading . . . polished stabilizer 
drum with needle bearings, with a surface 
which cannot damage film. Film rollers ma- 
chined to conform with SMPTE standards, 
and equipped with oilless bearings .. . 
precision ground shafts . . . dimensions 
6” x 6” x 742”. 

Amplifier: 117 volts—60 cycle—A.C. Power 
output—4 watts. Heavy duty Alnico V 
speaker . . . safety fused,. . . prefocused 
socket .. . pilot light . . . 6 ft. heavy duty 


cord. 
Optical Model 600 — 16mm and 35mm 


$185.00 
Magnetic Model 700—16mm, 17.5mm, 35 
mmand Y%inch. . . . . . $198.00 


Optical-Magnetic Model 800— 16mm, 35mm 
andMinch . .... . . $280.50 




















BOLEX H-16 
REFLEX 


Through the lens viewing 
and focusing while 
shooting. 


The movie camera that gives you 
professional quality framing . . . your 
eyes see exactly what your lens does. 
Precision triple turret camera. Vari- 
able speeds. Turret for three lenses. 
Parallax corrected down to 18 inches. 
Critical focusing from above camera 
with /1.9 lens $419.50 





BOLEX 16mm LENSES 


Pan Cinor 70 1/2.4 lens, focusing from 
17% feet to 70 feet ease 
Pan Cinor 100 1/3.4 lens, focusing from 
25 feet to 100 feet 80 
Switar 10mm w. w. 1/1.6 FM. 8” to int 
“C” mount. Visifocus 149.50 
Switar 16mm we. 1/1.8 FM 8” to int 

C™ mount. Visifocus 99.50 
Switar 25mm 1” 1/1.5 FM 142" to inf 
Visifocus $115.00 
Yvar 100mm 4” 1/3.3 tele. 4-power mag- 
ification. Focuses 8° to int $106.00 


Yvar 16mm w. a. 1/2.8. Focuses 1" to 
tat. “C" mount. Visifocus $69 50 
Pizar 26mm 1” 1/1.9. Focuses 142" to 
int. “C™ mount. Visifocus $99.50 
Yvar 75mm 3” 1/2.8 tele. Focuses 5° to 
int. “C” mount. Visifocus $94.50 
Switar 25mm 1” 1/14. Focuses 142" to 
int, “C” mount $168.00 
Switer 1/1.4 50mm 2” tele. lens. Ultra 
high speed. Focuses 3’ to inf. $169.50 


Yvar 150mm 6” 1/4 tele. lens. 742" 
length. FM 10° to inf. with case. $145.75 





















16mm 
CINE-VOICE 


AURICON CINE-VOICE 


popular-priced 16mm 
camera that photographs 
a sound track, perfectly 
lip synchronized with the 
picture — to be played on 
any 16mm sound pro- 
jecter. Single-lens nate 


New .. $695.00 
Pc ennkers $495.00 
Turret model for 3 lenses 

$784.50 


=} cele)  €-mieov Via 7-t— 


45 KEARNY AT MAIDEN LANE « EXBROOK 2-7348 *® SAN FRANCISCO 8, CALIFORNIA 


AURICON PRO-600 


16mm optical-sound-on- 
film; self-blimped; sync 
motor drive for single or 
double-system recording; 
Electromatic take-up, 
film-flow without friction 
clutches or belts. Various 
combinations of accesso- 
ries available. $1165.00 


AURICON “SUPER-1200" 


16mm sound-on-film 
camera (self-blim ped) 
with 3-lens turret for “’C’’ 
mount lenses. 1200 ft. 
capacity for 33 minutes 
recording time. $3319.25 













AURICON PAN-TILT profes- 
sional tripod, wgt. 27 Ibs. 
$325.00 


AURICON PRO-200. Was $1,495.00 — Now —Used $995.00 


West's Largest Selection + Budget Terms Available + Write In For A Complete List Of Professional Equipment 





























COLOR CORPORATION 


NOW 





MOVIELAB 





e l6mm-35mm 
Negative-Positive Processing 


Plus exclusive ADDITIVE 


scene to scene—color balanced 
KODACHROME printing. 





MOVIELAB BUILDING, 619 W. 54th ST. NEW YORK 19, N. Y., JUDSON 6-0360 





HOLLYWOOD 


News briefs about the A.S.C. 


its members, and important 


BULLETIN BOARD 


industry personalities 








- 


HEADS OF WEST COAST drive-in theatres met with members of 
American Society of Cinematographers last month. Objective of 
get-together was to discuss means of providing drive-ins with 
pictures that are easier to view. From left to right in above 
photos are: Hal Mohr, ASC V-pres.; William Smith, MGM; 


Initial steps toward obtaining more satisfactory release 
prints and the reduction or elimination of low-key scenes 
in pictures for showing in drive-in theatres were taken last 
month when leading west-coast drive-in owners and major 
studio executives met with members of the American Society 
of Cinematographers for the purpose of discussing what can 
be done photography-wise in relieving the distressing print 
problem. 

William Foreman of Pacific Drive-in Theatres and Robert 
Lippert, head of his own circuit, detailed the problems of 
projection in the outdoor theatres. The session was moder- 
ated by William Kelley, head of the Motion Picture Research 
Council. Other speakers included Gus Diamond of Pacific, 
William Smith of MGM Studio, Morris Weiner of Universal- 
International Studio, and Sidney Solow of Consolidated Film 
Industries. 

> . . 
Lucien Andriot, ASC, who directs photography of “The 
Life of Riley” TV films, has presented the Society with an 
early-day Gillon 35mm motion picture camera for its Motion 
Picture Equipment Museum, In the days of the “silents” 
it was generally the practice for cinematographers to own 
their own cameras. Following his army discharge, at close 
of World War I, Andriot purchased the French-made camera 
from the Eclair Studio in France. Andriot made many 
improvements in the camera, including a dissolving shut- 
ter, and employed the camera in photographing his first 
assignment for veteran director-producer Raoul Walsh in 
1919. 

a a & 
News Briefs: Jose CarLos CarsajAL, Mexican’ cinema- 
tographer, was elected to Active Membership in the A.S.C. 
last month. . . . Emit Oster, ASC, head of Columbia Pic- 
tures camera department for many years, died June 16 
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Robert Lippert, Lippert Theatres; Morris Weiner, Universal-int. 
Studio; Arthur Edeson, ASC V-pres. Second Photo: William Kelly, 
Motion Picture Research Council; William Foreman, Pacific Drive- 
in Theatres; Gus Diamond, also of Pacific; and Arthur Miller, 
ASC, (back to camera). 


following a lingering illness. Bill Widmark succeeds him 
as head of the department. . . . Hat Monur, ASC, addressed 
members of the Los Angeles City Schools last month at a 
symposium aimed at pointing up value of motion pictures 
in education. Mohr discussed importance of good photog- 
raphy in making films for training and instruction. 

Vinci. Mitter, ASC, is writing book describing interest- 
ing experiences of Hollywood cameramen, and invites all 
cameramen to submit interesting anecdotes for the tome. 





LUCIEN ANDRIOT, veteran cinematographer and ASC member, 
presents Arthur Miller, the Society's treasurer and museum 
curator, with old-time Gillon motion picture camera for the 
ASC’s museum of motion picture cameras. 

















The One-Stop 





} CT for the Filming of BODY-BRACE CAMERA POD 
Navy s South Pole Expedition Say A Cameraman's Dream 


Only $29.95 
; Operation Deep reeze 


The double support of S.0O.S. Body-Brace Cam- 


tera Pod—shoulder-&-body brace, provides extra 
. 7 
or 10mm ptica OUNd - UN - THM 


¥ steadiness, comfort. and is absolutely non-slip 
Professional 


A vast improvement over any p-esent models 
» Your camera will always be rock-steady and 
Picture Camera with 
Built-in Features 


i perfectly focused. 
simeapeneeeai 







f, @ Makes it easy to take difficult angle or ac- 
tion shots—parades, flash shots, horse racing, 
basketball, track meets, bowling, etc 


@ Holds camera with 200° or 409 mags. Fits 
any 16-35mm movie or still cameras 


=| @ When camera is on Boby-Brace Camera Pod 
it wil always be ready for instant shooting 
and your photography will be far better 





@ Easily portable, lightweight cast aluminum 
: io weight 3 Ibs., folds compactly 


W rite for illustrated brochure 











Unnumbered The Moy 16 mim & 35 m/m 
films cause 


contusion ond Visible Edge Film } i / 
eee |\umbering Machine Mima | 

















The MOY edge i : 
8 numbers every ® a 
. foot of 16, i 4 
: 174%, 35mm film 
“Auricon Pro-600" with Lens a 


Blimping Hood, Auto Parallax 
Finder with Magazine, Tripod 








Simplifies the task of 
checking titles, foot- 
age. Replaces cue 
marks, perforations, 


“Auricon Pro-600’" with Single- messy crayons, punch- 












Lens “C” Mount, Tele-Finder es, embossing and 
' Objective, View Finder, Magazine other unsatisfactory : 





methods which muti- 
late film. Work prints 
showing special effects, fades and dissolves require edge numbering to keep 


* yp a — ve count of frames cut or added. Multiple magnetic tracks in CinemaScope 
a “oe ee ie pg se ig stereophonic recordings make edge numbering a MUST. Write for brochure 
low o e uricon Pro- is 
silent oroof of precision design. Your With New Improved Non-Clog Inking System, $2475 


sound-recording microphone never 
picks up ‘‘Pro-600°'" Camera noise! 


% 600 ft. film Magazines with Auricon- 
Electromatic Take-up for 16 minutes 





of continuous *‘Talking-Picture’’ filming. 





a ad 
% Synchronous Motor Drive for *‘Single- ™ 
System'" or ‘‘Double-System’’ Re- 
cording For Top 


Professional 
% Available at added cost is ‘‘Single- 








System’’ equipment for Optical Sound- Results 
Track-On-Film, “C-mount” Lenses, 

Film Magazines, View-Finders, 3-Lens For producing the 
} Turret, Critical Ground-Glass Focusing, eng ck at of 
‘ . — L -Shades, Tele-Finders, t titles, tric ilms, 
“Auricon Pro-600" with Critical mm SeSede ieaiecesaescdmbaase -artoons, anima- 
Ground-Glass Focusing, 3-Lens Turret PRICES START AT $1165 tion, etc. Takes 
most types of 
camerc Horizon- 
SOLD WITH 30-DAY MONEY-BACK GUARANTEE, gage apn rr 


operation. Table 

YOU MUST BE SATISFIED! speration. Table 

east, south, west 
Write for free illustrated ‘““AURICON PRO-600" literature and prices. Front and rear il- 
lumination Title 
board size 7,” 
x 9Y2” with tip- 
ping frame, over- 


Under rigorous Antartica below zero temperatures, “Operation 


Deepfreeze,"" cameraman Bill Hartigan’s Auricon Pro-600 oper- Ee es 1? a 19° Medel TG, 1t,, 16mm $175 
ated perfectly throughout the changing climatic conditions. weight 40 Ibs. Complete with all Model TG, III, 16mm $225 





accessories. Write for brochure Model TG, IV, 16/35mm [illustrated)..$325 


“The Department Store of the Motion Picture Industry” 


$9.5 ~ 


| PPLy CORP 602 WEST 52nd ST. NEW YORK 19, N.Y. esr. Biszs 
a 7 + e Phone: Plaza 7-0440 Cable: SOSOUND . 





WESTERN BRANCH — 6331 Hollywood Boulevard, Hollywood 28, California — Telephone: HOllywood 7-2124 


For Animation and Special Effects Camera Stand, See Page 415. 





CAMERA EQUIPMENT COMPANY 


presents the new Magnasync 
Magnaphonic Sound Recorders 








The New MARK IX 
MAGNAPHONIC SOUND SYSTEM, SYSTEM “A” 


with built-in record play amplifier and remote 
control assembly is an engineering achieve- 
ment with exclusive features found in no other 
recorder. Has recording, playback, and bias 
oscillator circuits enclosed in separate plug-in 
assemblies; easy accessibility to all amplifier 
components; push-button motor controls; re- 
mote control footage counter, record-play & 
film-direct monitor switches. Available in 16mm, 


17%amm & 35mm priced from $2145.00 





Model X-400 


is a completely synchronous 16mm Magnetic 
film recording channel, professional in every 
detail. Can be operated in “console” position, 
as shown, or stacked as one unit. Features 
simple camera or projector interlock, instantan- 
eous ‘‘film-direct’’ monitoring, and low power 


consumption. Ideal for the low budget producer. 


$985.00 


Prices subject to change without notice 


FRANK C. 


(+ AmeRAC uIPMme 


Dept. A 





For quality & economy 
MAGNASYNC 


is the perfect answer— 


to the needs of film producers, 
large or small, feature or com- 
mercial, because— 


© it delivers clean, distor- 
tion-free sound. 


© itis compact, light- 
weight, portable, meets 
the latest SMPTE stand- 
ards. 


© it serves every segment of 
motion picture and spot TV pro- 
duction. 


© Purchaser is not required to 
pay royalties on footage con- 
sumed. 


BUT MOST OF ALL, the MAG- 
NASYNC MAGNAPHONIC line 
contains exclusive features found 
in no other recorders, yet all 
carry low, low price tags. 


Trust your own ears—trust your 
Sound Man's judgment. Switch 
to MAGNAPHONIC SOUND. 











315 West 


New York 36, N. Y 


OTHER MODELS: 


MARK IX SYSTEM “'B” includes Model 
G-932 microphone mixer with 2 
channel slide wire attenvators. 


$2,820.00 


MARK IX SYSTEM “'C” includes Model 
G-924 microphone mixer and re- 
mote control assembly packaged 
in matching portable case. 


$2,520.00 


TYPE 5 features built-in Monitor 
amplifier, separate overdrive torque 
motor, record gain control, and 
playback control. Priced from 


$1,570.00 


ZUCKER 


7 C..ne. 


3rd St., 


JUdson 6-1420 
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ASSIGNMENTS 


(Continued from Page 418) 


@ Witttam Me ttor, ASC, “Peyton Place,” 
(Jerry Wald Prods.; CinemaScope) with Lana 
Turner and Lloyd Nolan. Mark Robson, di- 
rector. 


@ CuHartes CiarKe, ASC, “Stopover Tokyo,” 
(CinemaScope and DeLuxe color; shooting 
in Tokyo) with Robert Wagner, Edmond 
O’Brien and Ken Scott. Richard Breen, di- 
rector. 


@ Hat Rosson, ASC, “The Enemy Below,” 
(DeLuxe color; CinemaScope) with Robert 
Mitchum and Kurd Jurgens. Richard Powell, 
producer-director. 


@ Water Srrence, ASC, “Mother Was a 
Stripper,” (RegalScope; Regal Prods.) with 
Virgina Field and Douglas Kennedy. William 
Claxton, producer-director. 


MacDonatp, ASC, “The Young 
Young Lions,” (CinemaScope; shooting in 
Germany) with Marlon Brando and Joan 
Woodward. Edward Dmytryk, director. 


@ Josepu, 


@ Jounny Nicuatous, “Dark Valor,” (Regal 
Films) with Rex Reason and Steve Brodie. 
James Clark, director. 

@ Witrrip Cine, ASC, “April Love,” 
(CinemaScope & Color; shooting in Lexing- 
ton, Ky.) with Pat Boone and Shirley Jones. 
Henry Levin, director. 


@ Lioyp Anern, ASC, “April Love,” (2nd 
unit; shooting in Lexington, Ky.). 


UNIVERSAL INTERNATIONAL 


@ Enzio Serafin, “Raw Wind in Eden,” 
(CinemaScope & Color; shooting in Italy) 
with Esther Williams and Jeff Chandler. 
Richard Wilson, director. 


@ Irvinc Grassperc, ASC, “The Big Beat,” 
(Color) with William Reynolds and Andra 
Martin, Wil Cowan, producer-director. 


@ Avex Puitirps, “The Western Story,” 
(CinemaScope & Color; shooting in Mexico) 
with Jock Mahoney, Gilbert Roland and 
Linda Cristal. George Sherman, director. 


@ Cart Guturie, ASC, “Summer Love,” with 
John Saxon and Judy Meredith. Charles 
Haas, director. 


@ ArtHur Artinc, ASC, “Christmas in Para- 
dise,” (Color) with Dan Duryea and Jan 
Sterling. Jack Sher, director. 


@ Warren Lyncu, Ford Commercial. * Jack 
Daniels, director. 


@ Russert Metry, ASC, “The Female Ani- 
mal,” (CinemaScope) with Hedy Lamarr and 
John Gavin. Harry Keller, director. 


@ James Droucut, Union Oil commercial.* 
Jack Daniels, director. 


@ Cuartes Wexrsorn, U. S. Army Recruit- 
ing Commercial. * Jack Daniels, director. 


WARNER BROS 


@ Wittiam Ciornier, “Darby's Rangers.” 
(WarnerColor) with Etchika Choureau and 
James Garner. William Wellman, director. 


(Continued on Page 466) 
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AUTOMATIC COST ESTIMATOR 
...YOURS WITH THE COMPLIMENTS OF 


CEI 


If you produce, buy, sell, or use films, you'll appreciate this 













automatic film footage & cost estimator. It’s a ‘‘slide rule’’ for the film 
industry ...a fast, easy way to figure footage, frames, running time, 
and processing costs for 16 mm or 35 mm film. The ‘‘estimator”’ 


and instructions are yours without cost or obligation. 


@ 16/35" wonon ricrune eum RUNNING TIME—FOOTAGE—COST ESTIMATOR 16™/35™0 
ie ae RUNNING TIME neowbe wn 
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meomyte 
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Consolidated Film Industries 
959 Seward St., Hollywood 38, Calif. 


Send me your FREE automatic film footage & cost 
estimator. No obligation, of course. 


name 








title 


company 





address 











city zone state 





fresno 


me ee ee ee aa as a sn nn an nn ann ass eee ese 






CONSOLIDATED FILM INDUSTRIES 


959 Seward St., Hollywood 38, California 
HOllywood 9-1441 


521 W. 57th St., New York 19, New York 
Circle 6-0210 









Send 
Your Film 
To The 
Complete 16MM 
Service 
Laboratory 


Unsurpassed for... 








SPEED QUALITY 


























Personalized 


SERVICE 











MOTION PICTURE LABORATORIES, INC 
Phone BRoadway 5-2323 
. Memphis 4, Tenn. 


1672 Union Ave. 4 





The Master Craftsmanship 
Your Film Deserves 
| | 


He Overnight Service Anywhere In The United States 


























FILM 
LABORATORIES 


Established 1949 





Complete 16mm laboratory service 
for Producers using the 


REVERSAL PROCESS 


special attention to 
FASTAX DEVELOPING 


on request: 
TRI-X processed to 1000 ASA 


Also 16mm Negative and Positive 
developing. 


* 


WRITE FOR PRICE LIST 


350 West 50th Street 
New York 19, N. Y. 


TELEPHONE: JUdson 6-7196 
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INDUSTRY 
NEWS 





News briefs of 
industry activities, 


products and progress 








Virgil Miller lauds new diffusion screens. 


Something new in diffusion screens is 
being marketed by Duro-Diffusion, 4004 
Burbank Blvd., Burbank. Calif. Made of 
two grades of aluminum mesh securely 
bound in light-weight frames, new dif- 
fusers are said to excel old-type diffusers 
made of marquisette or other fabrics. 

Pictured above with samples of the 
new product is Virgil Miller, ASC, who 
demonstrated them to cameramen at the 
June ASC meeting. 

In addition to advantage of never 
burning out, diffusers’ light transmission 
values remain constant during life of 
product, They are available in full- and 
half-circles, also in squares on special 
order. Sizes are available to fit all stand- 
ard set lighting lamps from Baby Spots 
to Brutes. Tinted frames aid in readily 
identifying the size and type of diffuser. 

* «& a7 
Oscillograph-recording cameras 
an extensive inventory of high-speed and 
ultra-high-speed motion picture cameras 
are now available on a rental basis to in- 
dustry, scientific laboratories, etc. on 
short term periods from Gordon Enter- 
prises, North Hollywood, Calif. This im- 
portant rental service will aid techni- 
cians and laboratory men requiring use 
of such equipment for as little as an 
hour or a day. 

° * ® 
Editing Film Center, Hollywood, Callif., 
has begun construction of a second-story 
addition to its present headquarters, 
which is slated for completion about Oc- 
tober Ist. 

The new addition on Seward Street. 
which will be accessible by elevator, will 
contain 60 new film storage vaults, 25 
editing rooms, and an office area—giv- 
ing the company total rental facilities of 


and 
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150 film vaults, 35 editing rooms and 2 
projection rooms, all equipped with the 
latest equipment. 
. a . 

The George Eastman House, Rochester, 
N.Y., has mailed ballots to motion pic- 
ture stars, cameramen and directors who 
will elect twenty film artists for the in- 
stitution’s Second “George” awards. The 
Second Festival of Film Artists will be 
held October 26th in Rochester to pre- 
sent publicly, the George Eastman House 
Medal of Honor for outstanding contri- 
butions to the art of American motion 
pictures within the period from 1926 
to 1930. 

When the ballots are 
counted, the five top scorers among each 
of the categories 
eramen and directors 
and invited to appear in Rochester for 
the Medal presentation ceremonies, 

Two years ago, ASC-cameramen Ar- 
thur Edeson, Lee Garmes, Charles Rosh- 
Hal Rosson, and John Seitz were 


returned and 


actresses, actors, cam- 
will be notified 


er, 


similarly honored. This year, Arthur Ed- 
eson is again among the nominees. 

a co * 
Over 150 friends and associates from 
throughout the Hollywood film industry 
met for lunch at the Hollywood Roose- 
velt Hotel June 6th to honor Sid Solow, 





Sid Solow—25 years with CFI. 


vice-president and general manager of 
Consolidated Film Industries, on behalf 
of his 25th anniversary with the Com- 
pany. 

Presentation was made of Billboard 
Magazine's plaque to CFI for winning 
all First Place awards in that publica- 
tion’s Sixth Annual TV-Film Industry 
Survey. In accepting the award, Solow 
noted that his company has been simi- 
larly honored for three consecutive years. 

Sid Solow is an Associate member of 
American Society of Cinematographers. 

















Bausch & Lomb 


ALTAR 


LENSES 





NOW 
AVAILABLE! 









P. 


® 
| 




















, 





| 


ARRIFLEX 35 


MOUNTS... 


We are pleased to announce the immediate availability of 
the following Baltar lenses (F/2.3, T/2.5) for the Arriflex 35: 


30mm 35mm 50mm 75mm 





They are supplied separately or complete with new Arriflex 35 
cameras. Baltar lenses are precision mounted by Arri to match 
camera specifications and also feature Arri follow-focus wings. 
Baltar lenses will make the world-famous Arriflex 35 even 
more desirable for American Cinematographers. 


Sold only through franchised ARRIFLEX dealers 


PHOTO CORPORATION 


257 FOURTH AVENUE, NEW YORK 10, N. Y. 
7303 MELROSE AVENUE, LOS ANGELES 46, CALIF. 


Arriflex is a member of the Kling family of fine West German photographic products. 








It's easy with the 


wd MERCER FILM PATCH 


Practical @ Dependable 











PROCESS YOUR OWN | 
i6mm & 35mm FILM 








WATSON peyote Sune 


* Simple, Uniform, Fconomical and 
Speedy! 

* Process 200 ft. (16-35 or 

. immediately! 

of solution! 


reels, scratch- 


up to 
70mm film). . 
* Needs only 1 gal 
* Stainless steel—tanks, 
proof loader! 
*Guaranteed—Prices from $89. 
FREE—Processing booklet and 104 pg., 59th 
Annual Photo Equip. Catalog—write Dept. A.C. 
BURKE & JAMES, INC 


321 S.Wabash Oh allet toleme MM lillalell 


BOLEX ACCESSORIES 
by STEVENS 


For H8 and HI6 cameras: 

Battery Camera Drive @ Time-lapse Timer 
Lens Extension Tubes @ Alignment Gage 
Turret Lever @ Third Turret Stop @ Turret 
Filter Slides @ Camera Base @ Lens Control 
Handle @ Complete Factory Parts & Service 


For H16 Cameras Only: 

Variable Shutter @ Split-Frame Mask @ Sync 
Camera Drive @ 400-Ft. Magazine @ Sound 
Sprockets 
VARIABLE SHUTTER FOR HI6 REFLEX 
Write today for 1957 Illustrated Catalog 


STEVENS ENGINEERING CO. 
2421 Military Ave., Dept. A 
West Los Angeles 64, Calif. 
Phone GRanite 3-3227 
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QUESTIONS & ANSWERS 


Conducted by Walter Strenge, A.S.C. 


TECHNI 


CAL 








Q UESTIONS relating to cinematography 
or other phases of film production 
are invited from readers and will be 
answered by letter by Walter Strenge or 
by other qualified members of the Amer- 
ican Society of Cinematographers. Ques- 
tions and answers considered of general 
interest will appear in this column.—£d. 





ft) I am interested in learning about 
the standards that have been estab- 
lished for recording and reproducing 
magnetic sound on film. I find a void of 
reference material on the subject here, 
and would appreciate your help in rec- 
ommending source material. — H.N.B., 
Lisbon, Portugal. 


The Motion Picture Research Council 
here in Hollywood, in collaboration with 
the Society of Motion Picture and Tele- 
vision Engineers, have established indus- 
try practices and standards for record- 
ing and reproduction of sound on 35mm, 
1714mm and l6mm films. Included is 
such data as sound track placement on 
the film, width of sound track, level out- 
put and anticipated frequency character- 
istic for satisfactory magnetic film, plus 
frequency characteristics of reproduc- 
tion, 

In reviewing the practices now exist- 
ant in the United States, it will be found 
that track placement, width, and even 
the frequency characteristic are different 
for different services. At first this may 
seem confusing, but in practice it makes 
it possible to gain the best recording and 
reproduction from each respective sound 
system.—Loren L. Ryder, A.S.C. Associ- 
ale. 


In developing 100-ft. lengths of 

16mm film by either the reversal or 

negative-positive system, which of the fol- 
lowing methods will yield best results: 

1. The open rack system, in which the 
film is wound on a revolving circular 
drum, the bottom of which is allowed to 
dip into trays of processing solutions. 

2. A tray or tank method similar to 
the Steinman system, in which the film is 
wound on a special reel, which is com- 
pletely immersed in shallow tanks con- 
taining the solutions. 

3. A method similar to the Morse sys- 
tem, in which the film is likewise placed 
on a special reel and submerged into a 
tank holding the solution, but agitated 
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during the developing process by winding 
the film back and forth to a second reel. 

Finally, would you say that film proc- 
essed by the method you select compares 
favorably with that developed by profes- 
sional laboratories, providing, of course, 
the procedure is given painstaking care? 
—J.R.O., Chicago, Ill. 

Of the three systems referred to, the 
Steinman system is the best, based on 
simplicity of operation and consistency 
of results. In any event, it is not equal to 
machine processing with proper develop- 
er agitation and with less physical han- 
dling of the film. 

Any tank or tray system can only be 
as good as the rate of developer agitation 
on the film surface as controlled by the 
human element, since each job is a cus- 
tom one. Developer formula consistency 
and control in machine processing is, of 
course, better than that of portable proc- 
essing units—Ted Hirsch, A.S.C. 


ciate, 
Q [ am a part-time animation camera 
operator in a local film laboratory. 
We have just received an auxiliary film 
magazine for our Oxberry animation 
camera and stand. This is for use in a 
bi-pack setup for special work. Where 
can I get information on the proper use 
of this type of setup and learn what all 
can be done with it? 

Also, I plan to do some time-lapse pho- 
tography. Where can I get information 
about building a solenoid to operate the 
single frame release on my Cine-Special ? 


—J.R.L., Pittsburgh, Penna. 


Asso- 


The bi-pack magazine is a valuable 
accessory for special effects and _ trick 
photography. Especially, it enables the 
camera to function both normally and as 
a contact printer, either simultaneously 
or separately. The processed film, which 
may be practically any type of positive 
negative, or matte, is threaded in contact 
with the unexposed film and will be 
printed by the light coming through the 
lens. 

Perhaps the most common use is with 
the travelling matte to hold back various 
unwanted areas and shapes of material. 
trick transitions from one scene to an- 
other, the superimposure of lettering 
design, graphs, etc. The uses are almost 
unlimited. Much depends on the skill. 
ingenuity and experience of the opera- 
tor, 

(Continued on Page 432) 
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accessory 400-ft. magazines. 


ACCESSORIES FOR ARRIFLEX 16: Large Choice of Lenses from 
11.5 mm to 600 mm °¢ 400 ft. magazines * nickel cadmium bat- 
teries * 110 volt Synch motor * Shoulder Pod. 








ARRIFLEX 35 BLIMP is a sound-proof housing 
for use with the Arriflex 35 camera using the 
‘400’ or 200’ magazine. Synchronous motor. 
Cast-magnesium alloy with black crackle finish. 
Internal walls are lined with corduroy velvet. 
jAll doors are sealed with foam rubber gaskets, 
and secured by heavy clamp locks. Regular 
cover and optical system is removed from 
camera and replaced with a special cover which 
permits reflex viewing when camera is blimped. 
Oversized focusing scale is linked with taking 
lens and can be seen through window. 
yARRIFLEX 16 BLIMP ALSO AVAILABLE. 


We carry a complete stock of parts and 
our factory-trained technicians are avail- 
able to give prompt guaranteed service. 


Oy 


4 


XL-ARRIFLEX 16mm. Incorporates the most advanced developments 
ever featured in a Professional Motion Picture Camera, including 
registration pin movement, side pressure rail, three-lens DIVERGENT 
turret and quickly interchangeable motors. Also includes such stand- 
ard Arriflex advantages as viewing and focusing through taking lens 
while camera is in operation. Viewfinder shows parralax-corrected 
} right-side-up image. Accepts 100-ft. daylight loading spools; 


















SN 


also 








NEW 35mm MODEL 2A 
WITH 180° SHUTTER. For 
tough and trying assign- 
ments, ARRIFLEX 35 is in 
a class by itself. Reflex 
focusing through photo- 
graphing lens while camera 
is Operating — this is just 
one outstanding ARRIFLEX 
feature. 


Equipped with bright, 
right-side-up image finder, 
6% x magnification. Solves 
all parallax problems. 3 
lens turret. Variable speed 
motor built into handle op- 
erates from lightweight bat- 
tery. Tachometer register- 
ing from 0 to 50 frames per 
second. Compact, light- 
weight for either tripod or 
hand-held filming. Takes 
200’ or 400’ magazine. 
Write for free folder. 


FRANK C. 


16mm and 35mm cameras, 


blimps and accessories. 


As you might expect, CECO features the com- 
plete ARRIFLEX line. We have sold these superb 
cameras to the top pros in the TV, newsreel and 
commercial film field. We believe that for versa- 
tility and professional performance, you can't 
ARRIFLEX. Come 


beauties. 


beat in and see these 


You'll fall in love with them. How 


about today? 



























ARRIFLEX 35 ACCESSORIES: 
Lenses from 20 mm to 600 mm «¢ 200 
to 400 ft magazines ¢ nickel cadmium 
batteries ¢ 110 volt Synch motor ¢ Hi- 
Hat adapter for use on Pro Jr Tripod * 
Shoulder Pod. 


ARRIFLEX EQUIPMENT 
ALSO AVAILABLE FOR RENTAL 


ZUCKER 
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THE GREATEST 


MAGAZINES, 35MM 


CAMERAS, 35MM 


Mitchell Highspeed Camera, near new 
Mitchell Single-System w/RCA galva- 
nometer and all RCA recording 
equipment, rebuilt to new stand- 
GID cnncsrccntttnecannsvenieentuntatninnindicininpiit 
Askania w/3 mage—All metal, late 
Mitchell 35mm Camera, single-lens 
turret plate sciceiiadbnliaialimasiiiaeal 
2709 Professional 


Bell & Howell 
Studio Camera, less movement...... 
Bell & Howell 2709 Professional 
Studio Camera, Unit | movement, 
like new eeieiens 
Bell & Howell 2709 w/rackover, 
near new ....... 


Acme Animation Camera “(Producers 
Service), less movement . 
Acme Animation Camera (Producers 
Service), w/new movement 
Cinephone Camera, complete w/3 
magazines, 4 lenses, thru-lens 
finder, focusing tube, matte box 
and sunshade, electric motor and 
STEEL. :nintiibinsatidenepehusidasundnaamnsumnadmunidiios 
Cineflex, w/3 lenses, electric motor, 
thru-lens finder, ten 200’ maga- 
ian ie IID eicctisettinstncinttinnndiennns 
DeVry 35mm, w/lens, spring motor 
Cunningham w/pilot pin movement, 
magazine, 3 Baltar lenses, motor, 
finder, etc. (cost $7000.00) _......... 
Jerome 3 lens turret, 200’ cap. cine 
or time lapse ............. 


Universal Model C, 3 lens turret, 
EE eae ae 
Akeley w/6 magazines and gyro- 
EEE OES eee ee 


Wall Single-System, complete wigal- 
vanometer and all RCA recording 
equipment, completely rebuilt _..... 

Underwater Eyemo (cost $4400.00) 


CAMERAS, 16MM 


Maurer, 0-5, excellent, w/2 0-1 
magazines, 12-volt DC motor and 
two carrying cases 

Berndt-Maurer, excellent, w/3 mag- 
azines, 2 motors (12 and 110 volt), 
matte box, viewfinder, 2 cases...... 

Eastman Cine Special | w/lens and 


eae 
Eastman Cine Special Il w/lens and 
NE IN saisiiainsircsinasaraintiateasin 
Mitchell 16mm, good _ condition, 


w/ accessories 
B&H 70G Super Speed Filmo 
EK 16mm elec. single frame F/anim. 

OF Re CII acninnendecincnitntaiernnieenis 
EK high speed, 3500 pix per sec. .... 
Filmo 70 DA w/3 lenses 
Zeiss Movikon (worth $500.00) ...... 


Kodak Royal 1.9 Ektar, 
|” genes atte ae coe 


Magazine, 


$3950.00 


4950.00 
695.00 


750.00 


950.00 


1985.00 
2450.00 
750.00 


1550.00 


485.00 


385.00 
125.00 


695.00 
95.00 
125.00 


275.00 


3950.00 
675.00 


$2450.00 


1450.00 
295.00 
495.00 


2850.00 
395.00 


145.00 
975.00 
225.00 
175.00 


125.00 


Mitchell 400’ x 35mm ........... in S 2 
Mitchell 400’ x 35mm bipack -......... 185.00 
Mitchell 1000’ x 35mm .................. 115.00 
Bell & Howell 200’ x 35mm ............ 85.00 
Bell & Howell 400’ x 35mm, new .... 45.00 
Bell & Howell 400’ x 35mm bipack 145.00 
Bell & Howell 1000’ x 35mm, new 95.00 
Eclair Camerette 100’ x 35mm . 85.00 
Wall 400’ x 35mm, new ........... 45.00 
Wall 1000’ x 35mm, new .. 95.00 
Akeley 200’ x 35mm ......... 14.50 
Arriflex 200’ x 35mm ..... 95.00 
Cameraflex, 200’ x 35mm 48.50 
Cineflex 200’ x 35mm . 19.50 
MAGAZINES, 16MM 
Eclair Camerette 16mm x 400’ $ 185.00 
Cine-Special 16mm x 100’ ....... 125.00 
Cine-Special 16mm x 200° ........ 325.00 
Bell & Howell 16mm x 400’, new . 145.00 
Maurer 16mm x 400’ 155.00 


CAMERA MOTORS, 35MM & 16MM 


Mitchell, 110-V, AC-DC variable -..... $ 335.00 
Mitchell, 110-V, high speed ....... 335.00 
Mitchell, 110-V, F/16mm high ‘speed 295.00 
Mitchell, 12-V, DC variable 335.00 
Mitchell, 24-V, DC variable 335.00 
Mitchell, 110-V, AC-DC _ interlock 

SN. catisicpiticnipinnciniinasatiiandudienumisinn 335.00 
Eyemo, 6-V, 12-V or 24-V, DC 

Rass SSR EREE SE EL arene ketenes 55.00 
Eyemo, 110-V, AC. slniicicnclaenubeainiiesaniandiaie 95.00 
Mitchell, 12-V, w/case (Camera 

BR SAD. cnceicennnsnsnsnrninnnvossanciveis 295.00 
Cine-Special Motors, 12-V & 24-V .... 85.00 
Cineflex or Cameraflex, 12-V or 24-V 38.50 
Cineflex or Cameraflex Spring Motors 29.50 
Maver Animation Motors _................. 295.00 
B&H 2709, Prof. Studio Camera Mtrs. 350.00 
fe  ” een 85.00 
Acme Animation Motor, 110-V 295.00 
kt | ” ee 125.00 
Wall 110-V Synchronous _...... 295.00 
B&H Studio Camera Motor (Fearless) 275.00 


TRIPODS, HEADS & DOLLYS 


Houston Gyro-Tripod and Head; 


NE Wr II eekanccieisscictenercccemns $ 485.00 
Camera Equipment Co. TV Heads, new 285.00 
Akeley Gyro-Tripod & Head ............. 375.00 
Mitchell 35mm w/comb. gear; fric- 

I chia ticscinnigataisicienmepetontiiionnaie 325.00 
Mitchell Baby Tripod, new ................ 49.50 
Mitchell Baby Tripod ........................ 32.50 
Pro Jr. Tripod & Head (Camera Equip. 

GENE ssisieriniensttpnel ninkioanenpebbbantedinenniniines 115.00 
Pr. Jr. Hi Hats, new (Camera Equip. 

BI. csihtnenunnsugacnnbsidninniinnsedpnnsheniiéaaas 12.50 
Akeley Gyro Bowl Hi Hats ................ 49.50 
B&H 16mm Prof. Tripod & Head ...... 85.00 
Hoefler Ball Head F/Mitchell _.......... 165.00 
DeBrie Dolly, hvy. duty ($1200 value) 250.00 
IE MINI cin ccnicenumyvonidanuvevehaieasaseke 165.00 


Akeley Gyro-Tripod F/pancake .. 85.00 
Akeley Gearhead Tripod w/head ...... 185.00 
Akeley Baby Standard Tripod, less 

a re oe eres 45.00 
Akeley Baby Gyro-Tripod, less head 85.00 
Saltzman Tripod Dolly, Model 5OOMBT 65.00 
Houston TRH Tripod w/head 175.00 
DeBrie Tripod w/comb. gear & fric- 

tion head 275.00 

CAMERA ACCESSORIES 

Mitchell Erect-lmage Viewfinders .... $ 135.00 
Mitchell Erect-lmage Finders w/adj. 

EE, pibadictnidacteniactisccascennsniinnioons 245.00 
Mitchell Combination Matte Box and 

Sunshade ..... oi 185.00 
Mitchell Enlarging Adapters, new 47.50 
Mitchell Variable Diffusers, new 98.50 
Auricon EIF-20 Viewfinders .. ; 165.00 
Polaroid Variable Filter, 3°’ dia. ...... 10.00 
Heated Covers, GE, F/Mitchell, etc. 125.00 
Wall Comb. Matte Box & Sunshade 185.00 

MOVEMENTS 

Cunningham Movements, new . $ 185.00 
B&H Hi Speed Movements ........... $ 375.00 
B&H Silenced Movements (Fearless).. 575.00 


Large stock new Mitchell 35mm and 
16mm movements at bargain prices 


SOUND RECORDING EQUIPMENT 


Blue Seal 35mm Recorder, galvo type 
w/2 mike preamps, Var area. 


Needs servicing - $ 395.00 
Auricon 16mm Recorder, galvanome- 

fee aetna 285.00 
Auricon Power Supplies insiaiieieibaeibidads 125.00 
Auricon Cinevoice Amplifier w/case 135.00 
Carter Converter 12-V to 110-V ...... 75.00 
Auricon AT-80, 16mm recorders 275.00 
Auricon NR-22 Amplifiers . 125.00 
Auricon NR-24 Amplifiers -..... 165.00 


BACKGROUND PROJECTOR 


w/B&H movement, 
intensity arc, etc. 
. $3800.00 


Teague Rear-Proj. 
pedestal, high 
($12,500.00 value) _... 


LIGHTING EQUIPMENT 


Frezzo-Lites w/case, charger, reflector, 


bracket. Portable hi-intensity lites 

oe ndoeieelnciacki $ 75.00 
Bardwell Studio Stand. HD. Holds 3 

lights, extends 15’, w/casters, floor 

lees Gemnl BPO G ID on cnccccccccscceoeess 29.50 
Studio Light, 22" reflector, adj. stand; 

cables, scrims, case, set of 2 lights 59.50 
Olson Creco, 2000-W incand. 18” 

ee 28.50 
Cinelite, portable, hi- intens. flood 

Re Cs MI, I vrciicteicccenscitcrmntines 275.00 
Dormitzer, portable, hi-intens. flood 

for TV, news, new ........ 275.00 


Net cash with order or 25 per cent deposit, balance on delivery. 
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PROJECTORS, 16MM & 35MM 


Simplex-Acme 35mm sound, arcs or 


II. oncccnctnieeneniiinaitsisaanctininetniimcntienneaiin $ 375.00 


Simplex 35mm Arc Sound Proj., SP... 495.00 
Ampro 16mm Sounds, Strong arc and 
eS CREE AES Se SES Se RR 425.00 
Ampro 16mm Sounds ...................-.--- 189.50 
Bell & Howell 16mm Filmosounds .... 195.00 
Victor 16mm Sounds ......................-- 148.50 
RCA 16mm Sounds, 25 watt amplifier 179.50 


Many other 16 & 35 projectors in stock. 
Please advise your needs. 


PROJECTOR ARC LAMPS 


Peerless Magnarcs, hi-intens, 75 amp. $225.00 
Strong or Simplex, hi-intens, 40 amp. 175.00 
Sterling Superex, hi-intens, 50 amp... 135.00 


LABORATORY EQUIPMENT 


Neumade Film Cleaning Machines, 
elec. (specify 16 or 35) .-............... $ 185.00 
Cinex (Cinema Arts) 16mm Polishing 


IIIS ‘asssichinecetinicecnsbibiasbcicisinalebiasbiiiie 350.00 
Cinex (Cinema Arts) 35mm Polishing 

SUI > a cspitiasigocealetmniaxevenieionen i 350.00 
Cold Vaults f/raw stock, w/ compres- 

Tee I POND ieircivedcenesecemenentnnce 185.00 
Film Dryer, 8’ minute, w/2 H.P. re- 

PWN IID sinricnscnsenesnmuntinenicnes : 325.00 
Hernfeld Sensitester, like new -....... 495.00 
Art Reeves Sensitester ....... 275.00 
Stineman 16 or 35 x 200° Collapsi- 

ble Drying Racks, new -................. 12.50 
Morse M-30, 16 or 35 x 50° dryer... 19.50 


FILM PROCESSING MACHINES 


DeBrie Aiglonne 35mm, needs com- 
plete overhaul and some parts .... 
Morse G-3 8mm, 16mm or 35mm x 
100’ daylight tank -............... 25.25 
Camera Equip. Co. Test Strip Devel- 
oper, waste to Mitch. or B&H 
mags. hcheticaeebeaal 59.50 


$ 250.00 


Houston AN-KIA 16mm ......... 1495.00 
Houston K-1A (similar to Model 1) 

16mm, like new ....... , .. 1295.00 
Houston 16mm Color inition ‘ies 

Se, OU SI incest cece 5950.00 
Houston 35mm ——- ee to 

90’ minute . : 6500.00 
Stineman Developing Outfits, 200’ 

capacity _...... Crepe ntstey = Wve . 97.50 
Houston 16mm pos. or neg. aubtn, 

all stainless steel, like new -....... 695.00 
Micro Record 16 & 35 elec. daylight 

SE ARR ea Se Pe ee 165.00 
Patco 16 & 35 elec. naaitiies beans 175.00 
Patco 16, 35 & 70 machine, water 

0 ERE Te 175.00 
Stineman 70mm processing -...........-- 175.00 


{Also see Laboratory Equip. heading) 


PRINTERS 


Arri 35mm late (list $9000.00), w/ 
punch tape light control, like new $1950.00 
Arri Optical Reduction Printer, 35mm 


Re III citakaciniiectiahainapaciantinistin thadsaiin 1250.00 
Hernfeld 16mm Printer, new ............ 950.00 
Hernfeld 35mm Printer, new ............ 950.00 
Schustik 35mm Printer ...................... 750.00 


Stineman 35mm Printers, elec. driven 85.00 


Houston 16mm Printer, new ............ 595.00 
EDITING EQUIPMENT 
Neumade Stripping Flanges, non- 

RES ee $ 375.00 
Synchronizer, Moviola SYB, two 

I CIN goncistncxtenceasbnetcaneras 95.00 
Synchronizers, Moviola SYD, four 

BOA CODEINE occ. sccncccnccoccceccssone 145.00 
Bell & Howell, 16mm comb. viewer, 

II tetntiocetessantenvaisisudennicncnees 185.00 
Griswold Splicer, 35mm R-2 ............ 16.50 
Neumade Measure Machine, 35mm, 

M-37-S, single hub, new .............. 29.50 
Film Cutting Table, Neumade ........ 40.00 
35mm Neumade Everwear, rewinds 

(pair—1 dummy, 1 gear) . ~ 13.50 
35mm Neumade Bench Type Rewinds 

(pair—1 dummy, 1 gear) ............ 11.25 
35mm Neumade Dynamic Rewinds, 

geared, w/brake; each ................ 14.00 
Griswold Splicer, 35mm ‘“‘T", new .... 26.50 
Moviola Differential Rewinds -........... 85.00 
Neumade 35mm Film Waxers, new.... 24.50 
Storage Racks, collapsible, capacity 

100 ea. 35mm reels -................... 49.50 

16MM FILM 
50’ EK Mag. Super XX Rev. w/proc. 3 for $6.25 
50° EK Mag. Super XX Reversal .... 3 for 4.10 
50° EK Super XX Negative .............. 3 for 1.95 
50’ EK Mag. Plus X Reversal .......... 3 for 4.10 
100’ EK Linagraph Pan .................... 95 
200’ Kodak Plus X Negative .......... 2.50 
400’ EK Super XX Negative ............ 3.95 
1600’ No, 3 Eastman Leader .......... 7.00 
EMPTY 50° Mags, U-Reload ............ 10 for 4.10 
35MM FILM 
100’ Dupont Superior I .............. 3 for $ 4.75 
100’ Kodak Background X ........ Each 1.40 
100’ Kodak Super XX ................ Each 1.75 
100’ Ansco Supreme .................. Each 1.40 
200° EK Background X .............. Each 1.95 
200’ Dupont Superior Ill .......... Each 2.45 
- gt CREE ree Each 2.50 
400° Ansco Color Indoor .......... Each 43.45 
400" Dupont Superior | -............. Each 4.95 


400° Ansco Color Tungston Rev. Each 48.95 
1000’ Sound Recording, Kodak.... Each 9.00 
1000’ Background X, Kodak ........ Each 9.85 
1000’ Kodak Plus X or Super XX Each 13.50 
1000’ Dupont Superior |, Il or Ill Each 12.50 
1000’ EK Fine Grain Duplic. Neg. Each 19.00 


history 


LENSES 


Extremely large inventory of Bell & Howell, 
Mitchell, Wall, Cine Special, Arriflex, etc. Lenses 
of all types. 


CARRYING CASES 


Cases for all Mitchell, Bell & Howell, and most 
other professional 35mm and 16mm _ cameras 
and equipment. 


MOVIOLAS 

Moviola UCS, 35mm pic head & 

I BE prrcececictninittensitonaminiatnn $ 545.00 
Moviola UDS, 35mm _ pic head, 

I I i desisiiesicessccnsneiteitocbbaiaalipioink 675.00 
Moviola UKS, 35mm pic head, 16mm 

SINE, a incicintisciiaisnestibenitadinnaeiatstnaitinniniia 475.00 
Moviola UDPVCS, 35mm preview .... 1250.00 
Moviola ULPVCS, 16mm preview ...... 1250.00 
Moviola Model D, 35mm ..............-... 189.00 
Moviola Model D, new orig. factory 

ROME - ssicseestindabneneminnahints aidnicameeealaa 239.50 


REELS, CANS, FILM CASES 


Please advise requirements, giving quantity and 
sizes. 
Metal Shipping Cases, Goldberg 


ON BED ieciccenenennttrtesceeninne 50% off list 
All sizes of 16mm and 35mm Fi- 

berbilt shipping cases -.......-......- 50% off list 
35mm Reels and Cans ...............--- 50% off list 
Reel or Can 16mm x 400’, used........ $ .50 
Reel or Can 16mm x 800’, used........ 1.30 
Reel or Can 16mm x 1200’, used...... 1.45 
Reel or Can 16mm x 1600’, used...... 1.65 
Shipping Case 16mm x 800’............ -98 
Shipping Case 16mm x 1600’............ 1.98 
Shipping Case 35mm x 800’ (steel) 1.45 


ANIMATION STANDS 


National Cine Equipment Animation 


Stands (list $16,000.00) .............. $3500.00 
MISCELLANEOUS 

SEI Light Meter (list $170.00) -...... om 125.00 

Mole-Richardson Mike Perambulators 275.00 


Janette Converters 12-V DC—110-V 
SUE cktiesechnisdaianenecteemienenenetenbiondh 85.00 
Most materials offered are from U. S. Gov't 
excess stocks. All equipment not listed as 
new or reconditioned is used. All in serv- 
iceable condition. 


Net cash with order or 25 per cent deposit, balance on delivery. 
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| CENTURY 
| PHOTOGRAPHIC 
EQUIPMENT CO. 


MOST POWERFUL 16mm 
TELEPHOTO LENS 


9” 230mm f3.8 


Proven Best By Leading 
Producers of Wildlife Films 


$13950 


Designed Especially for 
Standard 16mm Cameras 


color 
other 


sharpness and 

equalled by any 
Same as supplied 
winning 16mm producers, U.S 
NBC-TV, etc. Superb even wide 
lightweight, precision focusing Cc 
Kodak mount. All optics coated. In Black 
with Chrome Trim Leather Case $12.50 
Mask $3.50. B&H Viewfinder $18.00 
add $16.50 


razor 
never before 
length lens! 
Award 
t, CBS-TV 


correc 


tong 
Dy us tec 


Arriflex 


World’s Fastest 16mm 6” Lens 


6” 150mm f2.8 


$11950 





For All Standard 16mm Cameras 

Superb, razor sharp results, even wide open 
In precision, lightweight focusing ‘‘C’’ mount for 
Bolex, Bell & Howell, Pathe, Revere, etc. Also 
for Cine Kodak cameras. In Black Mount with 
Chrome Trim Coated Fully color corrected 
Leather Case, $10.50. B&H Viewfinder, $9.95 


$18.50 


CENTURY 


PHOTOGRAPHIC EQUIPMENT CO. 








Specialists in 
TELEPHOTO LENSES 


Preferred By 
Professionals 
The World Over! 


$19950 


World's most powerful telephoto lens made 
especially for l6mm cameras. Color correction 
unexcelled by any comparable lens. Hard coated. 
Razor sharp resolving power. Also available 
with built-in Reflex Focuser (as illustrated above) 
for thru-the-lens focusing while shooting, at 
$54.50 extra. Accessories: Lens Support for Bolex, 
B&H, Cine Special, Pathe etc., $19.50. Gel Filter 
Slot, $17.00. Custom Plush-Lined Carrying Case, 
$19.50. For Arriflex, AK-16, or Eyemo, add $16.50 


Other CENTURY 


Services And Products 


Zeiss Lenses 

Baltar Lenses 

Custom Lens Mounting 

Lens Adapting 

Special Machine Work 

Large Stock of 16mm and 
35mm Camera Lenses 

Highest Quality at Equitable Prices 

Write for Catalog of Exclusive 

16mm _ Items 

Us What You Need—We Have 

Many Rare Items 

@ Full 3-Year Guarantee On All Lenses— 
Terms Available 

In Alaska—See Mac's Photo Service, 
Anchorage 


Tell 


10659 Burbank Bivd.—Dept. C 
North Hollywood, California 














One-year Guarantee! 


CINEKAD ENGINEERING COMPANY, 763 10th Ave., N.Y., N.Y., Plaza 7-3511 


Immediate Delivery! 


CINEKAD SYNCHRONOUS MOTOR 
DRIVE—For 16mm Projectors 


Especially designed to drive all Bell & 
Howell, Ampro and Victor 16mm _ pro- 
jectors at synchronous speed. 


Projector can be instantly attached to 
Synchronous Motor Drive and quickly de- 
tached at any time in a matter of seconds. 
An outstanding feature is the flexible 
shaft which connects motor with projector 
and permits smooth, quiet and steady 
operation. No special technical knowl- 
edge required for installation and mount- 
ing. Write for more details and prices. 
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QUESTIONS AND ANSWERS 


(Continued from Page 428) 


Solenoids of the type used for still 
camera flash photography should have 
sufficient power to operate the Cine 
Special single frame release. A suitable 
solenoid for this purpose is also avail- 
able from $.0.S. Cinema Supply Corp., 
New York City——Ub Iwerks, A.S.C. 


Associate, Walt Disney Studio, 
Q Where can I purchase standard 

acetate cells used for animation 
work? Also can you give source of sup- 
ply for inks used in animation, pens, 
brushes, ete.—D.W.B., USAF. 


Celluloid sheets, 11” x 14” in 
may be had from Transparent Products, 


size, 


1739 West Pico Blvd., Los Angeles, 
Calif. Inks—India Color and Kartoon 
Color—can be obtained from any artist’s 


supply house. Same goes for necessary 
brushes and pens. 

The celluloids should have three holes 
punched along one edge to fit registra- 
tion pegs of animation table.—Ray 


Mercer, ASC. 
Q I have a ... Cine camera which 

lately has been piling up film on the 
edge of the takeup reel. While the last 
20 feet of film is running through the 
camera, it starts to pile up on the edge 
of the reel and continues to do so until 
th camera finally jams. 


The cause of the trouble has been dif- 
ficult to detect as it does not occur with 
every roll of film.—W.J.W., Spryfield, 
N. S., Canada. 

It is likely that the takeup spindle on 
your camera needs adjustment. There 
are thousands of these cameras in every- 
day use and the trouble you describe 
is rare. It would be advisable to sénd 
your camera to the manufacturer's serv- 
ice department together with a detailed 
letter explaining your trouble-—Walter 


Strenge, A.S.C. 
i I am a photographer working on 
Baffin Island in the Arctic, where 
the temperature is generally around zero. 
My greatest problem is keeping the mo- 
tion picture film, which turns brittle at 
this low temperature, from cracking and 
breaking. How can this be prevented ?— 
D.W.B., Baffin Island. 


Present safety film bases all have this 
annoying characteristic. A new polyes- 
ter film base now being developed will 
eliminate the trouble, but unfortunately 
it won't be available generally for sev- 
eral months. 

Until this film is available, your best 
het is to provide some type of heater 
for your camera. MGM studio developed 
such a heater some time ago for Mitchell 
cameras. It’s powered by electricity. 
Would suggest you write the camera 
department of that studio for details. 
Hollis Moyse, A.S.C. Associate. 
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RENTAL RATES UPON REQUEST ) 








FOR A HAPPY PRESENTATION 


The joy of accomplishment is a universal happiness. 
Especially in the case of a film which is your creation, born 
out of hard work and careful planning. 


Because Precision’s staff of specialists adds its own 
creative efforts to yours by the use of specially designed 
equipment, and by careful handling and intelligent timing— 
you might say we are fellow creators, working with you 

to bring out all you’ve put into the original ...Yes, 

and maybe more! 


So, when you turn those 16mm dreams into 
realities, be sure to call upon Precision for the accurate, sound 
and exact processing your films deserve. 

Remember: Precision is the pace-setter in processing 
of all film. No notching of originals—scene to scene 
color correction, optical track printing, 

all are the very best...35mm service, too! 
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LABDRATSO R 


21 West 46th Street, 


In everything, there is one best .. .in film processing, it's Precision 


A DIVISION OF J. A. MAURER, \NC 











New York 36, New York 





INDEX For Your BIRNS & SAWYER cartatoc 





Birns & Sawyer is the only stock house on the NOW, under one roof at BIRNS & SAWYER, the 

() entire West Coast which can supply all these finest names for superb equipment: Arriflex, 
items for Industrial and Television motion picture Auricon, Magnasync, J. G. McAlister, Moviola, etc. 
production. Clip this page for your catalog Just phone or write for professional prices and 
reference. immediate service. 





PRESTOSEAL 


“‘BUTTWELD" Presto-Splicer makes 
perfect splices in seconds. No 
scraping—no cementing—no over- 
lap. Exclusive in Los Angeles. 


J. G. McALISTER, INC.* 
Brutes, Juniors, Babies, 
- Generators, Dimmers, Barr 
LIGHTING: doors, Gator-Grips, Snoots 
Color-Tran Lights, Converte 
Mirro-flectors 


MAGNASYNC RECORDERS* on Tape or Film 


SOUND: Microphones, stands, 16or35mm $547.50 


Mike booms, tape, reels 


J. G. McALISTER CRAB DOLLY* 
Camera Equipment Co. 3-wheel 
. National Cine Hydrolly 
DOLLIES: (crab & regular) 
Camera Mart 4-wheelers 
Cinekad 3-wheel, TV dollies 


CECO ««BALANCED”’ 
TV HEAD move c 


Smooth, spring-loaded tilt with 
360’ pan action. Tension adjust- 

ment. Holds heaviest TV cameras. 
A.C.E. 35mm Viewers 


Bell & Howell Viewers HEAD ONLY $425.00 


C) Craig Viewers Heavy duty tripod for above $140.00 


Bell & Howell Hot splicers 
Griswold splicers 
PRESTO-SEAL BUTTWELD SPLICERS* 


Moviola Rewinds, Synchronizers, Editors 
Neumade Rewinds, Synchronizers, Timers 
Precision Sound Readers 
Moviola Sound Readers 








EDITING Splice-o-mat splicers 
EQUIPMENT: Compco Reels & Cans 
Ecco film cleaner = Heavy Duty 
Editing tables, Pro Jr. 
Film Cement Ari 16835 
ee aie Fluid Head 
Cores 
Core Dispensers TRIPODS: O'Connor Fluid Head 
Film racks, cabinets Babies & Shorties 
Editing gloves orn 
Film markers i-hats 
Roof-top clamps 
Changing bags a 
SCHEIBE EFFECT FILTERS* CAR-PACS 
Slates, clapstick 
E rasa ,~ ra : Schneider Golden Navitar 
ACCESSORIES: Soauese a a 
ne wos paeatheamnen LENSES : Kern-Switar Kilfitt 
cara ““C"’ Mounts Zeiss 


Matte boxes, sunshades 











35mm Arriflex & blimp 
35mm Eyemo 


16mm Arriflex & blim 
CAMERAS: Auricon 1200, 600 & Cine-Veice EXC LUSIVE 


Bolex, Bell & Howell 16's 











Cine Special 16 & blimp Birns & Sawyer has just been appointed rental 
Synchronous agents for the giant J. G. McAlister, Inc., lighting 
€ MOTORS: Teton corporation. For all your lighting needs, phone or 
“CO write BIRNS & SAWYER for rental prices. 
Ia" *Exclusive in Los Angeles 











BIRNS & SAWYER CINE EQUIPMENT 
8910 Santa Monica Bivd., Los Angeles 46 - OLeander 5-6970 PHOTO SU PPLIES 








| 


THIS, AND TWO photos below illustrate cinematogra- 
pher Lang's dominant use of back light and cross 
light which marks the photography of “Gunfight at 
the OK Corral."" Here Jo Van Fleet berates Burt 
Lancaster who plays Wyatt Earp. 





BOOSTER LIGHT and use of reflectors were deliber- 
ately avoided by Lang in shooting most gunfight 
scenes to accent ruggedness of characters. 


NOTE EFFECTIVE use of cross light in tense scene 
below—one of the few scenes in fight sequence where 
booster light was employed. 
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CHARLES LANG, directly behind camera, 

lines up a shot for “‘Gunfight at the OK Corral” 
on location in Arizona. Camera crane shown here 
was used for almost all exterior shots. 


Some of the photographic 
techniques employed by Charles Lang, Jr., 
in filming Paramount's 


“GUNFIGHT AT TW. 


By ARTHUR ROWAN 


HE EFFECTIVE USE OF low camera angles and a consistent 
eae of subdued lighting marks the distinctive photog- 
raphy of Paramount’s “Gunfight at the OK Corral,” a big- 
scale western photographed in color and VistaVision by 
Charles Lang, Jr., A.S.C. 

With the picture now in general release, most readers 
have had opportunity to see it and ponder its many out- 
standing photographic qualities. Indeed, few westerns pro- 
duced in recent years have elicited the praise for camera 
work that has come to “OK Corral.” And it might well 
bring cinematographer Lang his second gold “Oscar” for 
photographic achievement. (He won his first in 1933 for 
“A Farewell to Arms.” ) 

The complex and intriguing story of “Gunfight at the 
OK Corral” is the true story of the efforts of Wyatt Earp, 
the most feared and respected lawman of the old West, to 
restore order and decency to sections of Texas, Kansas and 
Arizona where they had deteriorated almost to the vanish- 
ing point. Opposing him at first, then joining up with him 
is Doc Holliday, a strange ex-dentist turned badman, who 
learns new respect for the law through Earp, Together they 
engage in many fights but the climax is the famous en- 
counter with the nefarious Clanton Gang at the OK corral 
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in Tombstone, Arizona. Burt Lancaster plays Wyatt Earp 
and Kirk Douglas essays the fascinating role of Doc Holli- 
day. Joe Van Fleet is the woman in Doc Holliday’s life and 
Rhonda Fleming plays the woman who persuades Earp to 
lay his gun and badge down for a life of domesticity. 

“To complement these big stars and enhance the stature 
of their respective roles, we deliberately planned the pho- 
tography with an aspect of ‘bigness’,” said Lang, “Here, 
potentially, was one of the greatest outdoor action dramas 
of all time; special photographic treatment could contribute 
a great deal toward making it so.” 

Much of the impact of this picture is the result of the 
ereat care that was taken in developing and motivating the 
principal characters, for it is the respective characters of 
the two protagonists—Earp and Holliday—that give sub- 
stance to the story, These were great men—big men—in 
their day and only by pictorially playing up their bigness 
could the story be adequately told. “There is nothing like 
giving importance to a man, photographically, to achieve 
this result,” said Lang. 

How does one achieve this effect of bigness on the screen? 
Lang accomplished it by deliberately avoiding glamour. 
That is, players were not given the glamour-type lighting 
that marks so many conventional motion picture dramas 
today. Action was played in shadow, in subdued light, or 
in silhouette with fill light and booster light purposely 
avoided. This made the players look more natural, lent 
an aspect of ruggedness to their appearance, 

For this, Lang employed essentially two techniques: shoot- 
ing from an extremely low angle, and subduing the lighting 

using back-lighting as much as possible in every shot. 
“Wherever feasible, indoors or out, I shot wth a backlight 
a dominant source, and with a minimum of light on the 
faces,” said Lang. “This gives a quality of pictorial rendi- 
tion that cannot be achieved by any other pattern of light- 
ing. It makes the players look on the screen as you would 
actually see them in person. This result you cannot achieve 
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by pouring an excessive amount of light on faces with 
reflectors or booster lights. When the use of a backlight 
was impractical, illogical or impossible, we placed a shadow 
over the face of a player to achieve the desired effect— 
using a gobo or a flag.” 

With few exceptions every day exterior was shot either 
against the sun or in a three-quarter cross light, In many 
of these scenes the light reflected from the ground was the 
only fill light used; frequently—especially in long shots— 
the players were in complete silhouette. 

It is axiomatic that shooting with the camera at a very 
low angle emphasizes the stature of a player—gives him 
a more rugged appearance, Lang employed this technique 
throughout the picture to achieve these effects in nearly 
every scene in which men were the principal players. Even 
in the climactic fight sequences, the impact of the fight. 
the grimness of the antagonists, were greatly emphasized 
pictorially by low camera to complement the story action 
and maintain the intense suspense which keys the action at 
this point. While none of this technique is new, it is the 
unique and skillful manner in which Lang employed it 
that makes his photography so noteworthy. So important 
were dramatic low camera angles in his photographic pat- 
tern for this picture that many times a hole was dug to en- 
able the crew to get the camera low enough. An adjunct to 
this was the use of a medium camera crane, which per- 
mitted a solid support for the camera even at ground level 
or below. 

Lang justifies his technique of underlighting players in 
exterior action, pointing out that there is always danger 
of over-lighting players in outdoor scenes and making them 
look too pat, especially in rugged, western stories. “There 
is too much glamour lighting in outdoor pictures, today,” 
he observed. “I under-light with a purpose—first to make 
the people look natural in keeping with the story, period 
and action, and second, to enhance the pictorial effect— 


(Continued on Page 456) 


LOW CAMERA SETUPS for two exteriors for ‘‘Gunfight at the OK 
Corral"’ are pictured below. Lang emphasized ruggedness of 
characters, pointed up their stature with traditionally effective 
low-camera angles—a technique that characterizes the entire 
photography of this fine production. 
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DIRECTOR of photography, Basil Emott (far right) surveys sultry 
Diana Dors before shooting a river scene for the Columbia 
Pictures’ production, ‘The Long Haul,”’ co-starring Victor Mature. 
Smoking cigarette is director Ken Hughes. 


tig SET FOR “The Long Haul” at Shepperton Studios, Lon- 
don, was the dirtiest I can remember. Mud and water 
were everywhere, and technicians skidded around in waders 
and boots. 

Basil Emmott, a leading British cameraman for more than 
thirty years, led me across a narrow plank to a comparatively 
safe island. A painted backdrop of the Scottish Highlands 
stretched around the entire set, most of which was taken up 
by a muddy lake about four feet deep. So far, I was told, 
only one grip and a third assistant had fallen in; but every- 
one would be relieved when the sequence was over and the 
tank could be drained and dismantled. 

“The Long Haul” is planned as a tough, realistic drama 
of the lorry drivers who bring their loads the length of 
Britain. The film stars Victor Mature and Diana Dors, and 
is directed by Ken Hughes and produced by Maxwell Set- 
ton for Columbia Pictures release. 

Emmott told me that the shot in preparation was typical 
of the whole film. On one side of the lake, a lorry—or rather 
half a lorry, as it was only being used for closeups—was 
emerging from the water. The lorry which had been used 
for the shots showing the crossing stood out of camera range 
in a distant corner of the lake, and the cab of a third truck 
used for closeups of the drivers was visible on the far side of 
the tank. 

After a shot of Mature throwing furs from the load under 
the back wheels of the truck, Emmott set up for a difficult 
medium shot showing the wheels spinning and slipping until 
the truck skidded backwards down the steep bank and back 
into the water, narrowly missing the actor who had to leap 
from between the wheels at a shout from Hughes. 

“The truck’s made of fibre glass,” Emmott told me when 
I questioned the actor’s safety. “The tires, even those rusty 
nuts where you can see the threads, the whole lot are fibre 
glass.” 

The only thing that wasn’t typical about this shot, he 
added, was that the camera operator, sandwiched between a 
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Camera Treatment For 
“The Long Haul” 


A major problem was lighting the 
sound stage “exteriors” to match 
those filmed on location. 


By DEREK HILL 





MEDIUM LOW camera angle catches dramatic action of Diana 
Dors slapping molester in roadside eatery. Cinematographer 
Emott's skillful lighting enhances Miss Dors, at same time gives 
background important pictorial and compositional quality. 


bush and the mud bank, was in such a cramped position that 
no camera movement was possible. Director Hughes likes 
plenty of travelling shots, and some of the most difficult prob- 
lems to date had been achieving complicated tracks in some 
of the cramped interior sets. 

But much of “The Long Haul” is exterior. Basil Emmott 
selected Hilton Craig to shoot location backgrounds in the 
Scottish Highlands under associate producer Tom Morahan, 
and expressed great satisfaction with the results he had 
brought back. 

Other location work during the nine weeks shooting 
schedule included sequences against London docks and other 
familiar backgrounds. The previous week had been spent on 
night location work. The unit was working on the Sunday 

(Continued on Page 466) 
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CAMERA EQUIPMENT — 


Where the Pros go for 
the World's Finest TV and 


Motion Picture Equipment 






















Conversion of 100 ft. 


AURICON CINE VOICE 
to 1200 ft. capacity. 


ncludes torque motor for magazine takeup. This precision con- 
ersion permits attachment of 400 ft. magazine (11 min. running 
ime) or 1200 ft. magazine (33 min. running time). Includes in- 
stallation of Veeder footage counter. We convert your present 
ine Voice or supply you with unit already converted for use with 
xternal magazines. Conversion-less magazines $450.00 
Positive turret-type Viewfinder with parallax adjustment installed for 
small additional charge. 


New SPECTRA = 
3-color METER “" 
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socl 


Only accurate meter § ‘i! 
measures all light soug 
including daylight. Meass 
the proportionate amo 
of all 3 primary colors in 
light source, and indic 
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color correction. Prody 

Photo Research Corpora 

With case and strap $316 
With Kelvin scale $336 














Complete line of 16mm and 35 Cameras 
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3-wheel portable 750-2000-5000 Watt ’ 
COLLAPSIBLE DOLLY CONE LIGHTS 
Illustrated with BALANCED TV Head. Also Most versatile shadowless 
takes Professional Junior and most stand- floodlight you can buy. Used ACE CLEAR VISION MAGNETIC FILM SPLICER | 
ard tripods. You can't beat it for light- extensively by film studios. Feat Lucit late f i 
weight convenience. $300.00 750W-$75. 2000W-$110. eatures Lucite pressure plate for complete splice 


visibility. Non-Magnetic. Makes strong butt or 
lap splices, straight or diagonal in 16, 1712 & 


Fe: 4 & a ° 3 a sles a x RENTALS 35mm film. Works on all types of film. 


Deluxe Model $69.50 


5000W-$175.00.Less stand. 















*9.5mm Lenses in 16mm C mount. 18.5mm (extreme wide angle-flat field) 
Lenses available in mounts for all 35 mm Motion Picture Cameras. ke a 


*PHOTO RESEARCH Color Temperature Meters. ‘Electric Footage Timers 
*Neumade and Hollywood Film Company cutting room equipment. x AITIER 4 < UIP Me NT om ii¢ 
*Griswold & B.&H. Hot Splicers. *DOLLIES—Bardwell-McAlister, Mole 
omitting bie oot a ee meals Dept. A 315 West 43rd St., 

omplete line of Magnasync Magnaphonic Sound Recorders New York 36, N. Y. JUdson 6-14 S! 


Prices subject to change without notice. 








The improved PROFESSIONAL JUNIOR with the removable head 
—world standard of quality among tripods, now features the 
following improvements: Simplified camera attaching method 
with easily accessible knob. Double leg lock adjusting knobs, 
self aligning—assures positive leg locking. Adjustable tele- 
scoping pan handle—makes it longer or shorter. Pan handle 
sockets for left, right or reverse tilt. Sturdier construction of 
tilt and pan locking levers. Cast in tie-down eyelets. NO 
INCREASE IN PRICE. $150.00 
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ADJUSTABLE COLLAPSIBLE ALUMINUM TRIANGLE insures rigid 
positioning of tripod legs. Prevents slipping and damage 
to floors. 


Model C (illustrated) $32.00 
Model B (less clamps) $26.00 


CECO has become so associated with fine quality 
professional tripods, a lot of people think we 
invented them. Actually some long-forgotten 
ancient made the original tripod. It's just that 
we have improved them more than anybody else 
in the world—with convenient devices to simplify 
cinematography and live TV telecasting. All sorts 
of clever improvements for tilting and panning. 
Herewith some of our models. Come in and see 
for yourself why the PROS go for PROFESSIONAL 


JUNIOR* TRIPOD 









TRII-CECO SMALL GYRO 
TRIPOD features ‘‘controlled 
action’’. Has two speeds— 
slow and fast—for both pan- 
ning and tilting. Especially 
recommended for 16mm 
Mitchell, 16mm Maurer, 
B&H Eyemo and similar 
cameras. Weight, 19 Ibs. 
Precision construction, also 
used as gear head. Crank 
handles included. 


$600.00 COMPLETE 


TH 9 PROFESSIONAL JR. GEARED HEAD 
used on Professional Jr. standard 
tripod. Crank handles control pan 
& tilt action. 


$150.00 HEAD ONLY 


$200.00 comptete 
WITH TRIPOD 






$22.00 
THI-CECO PROFESSIONAL 

JUNIOR HI-HAT is an adapter R12-CECO PROFESSIONAL JR. ADJUST- 
for extremely low-mount set- ABLE WOODEN BABY TRIPOD accepts 
ups; also used for title stands all Professional Jr. Tripod Heads. 
and permanent mountings. Has substantial shoe and spur. 
Handles either friction or Measures 26” extended from floor 
geared-drive tripod heads. to flange, 18” collapsed. Weight 7 Ibs. 


eeeev et ©BZ ee 























$260.00 







CECO ALL-METAL TRIPODS have cas 
top flanges and upper leg portio 
made of one-piece aluminum allo 
castings. Lower legs are 1" 
seamless steel tubes, hard-chromed 
legs slide easily and have tie-rod 
to center tube for automatic level 
ing; calibrations help simplify set 
up. Accepts ‘Balanced’ TV head 
Mitchell, other similar Professiona 
Tripod heads. 























$150.00 HEAD onty 
$200.00 compLete wiTH TIRPOD 


( THIT-PROFESSIONAL JR. SPRING 
HEAD is similar in construction 
to Ceco Balanced TV head. 
Ideal for AURICON 600 and 
other cameras. Spring-load 
tilt assures that camera will 
return to nevtral position 
when lever is in unlocked 
position. Built-in spirit level. 
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TH7-CECO BLIMP-TYPE GEARED tel ‘ teosien gun bend 
$1350.00 HEAD ONLY HEAD offers two-speed pan RONEN «ee cag ing A a 
and tilt—slow and fast. Pro- 
vides extreme tilts, can be 
used as Freehead. 


Prices Subject to Change smooth action, rugged con- 
struction. Ideal for use with 
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TH2-CECO NEW “BALANCED” TV HEAD, MODEL C 
Center-of-gravity adjustable, offers smooth 
tilt with 360° pan action, perfect balance. 
Quick relase handle locks in position. Has 
tension adjustment, built-in spirit level and 
Camera 
moveable on top plate to counter-balance 
film load or long lenses. 


Super. Tripod for “BALANCED” TV Head $140.00 











TH3-CECO MICRO WAVE RELAY 86 
REFLECTOR HEAD is perfect for paraba 
up to 6-foot diameter. Withsta 
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and 150 ft pounds in azimuth. E 
ronmental treated for extreme weat 
conditions. 
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THE MERIT of the large or wide screen is that it enables a wider maintains the same scale, but embraces a wider field; and a prime 
field of view to be portrayed than formerly. The cinematographer responsibility is also to maintain composition of the picture. 


Approach To Wide-Angle Motion Picture Photography 


oy 8. & AGUA, F<. 8. FB. 


(This treatise on an important phase of cinemitography appeared recently in British Kinema- 


tography, and is reprinted here by permission of the British Kinematograph Society, London.) 





bps MOTION PICTURE INDUSTRY today is in a state of 
evolution of production and presentation techniques un- a , — 2 
matched at any time since the invention of the motion \ <-> 
picture. The coming of sound and color were technical 
advances, but neither touched so deeply on the fundamental .' 
concept of cinematography as those developments most re- \ 
cently witnessed: 3-D, Cinerama and the “wide-screen” \ / 
presentation of motion picture films. \VV - 
Why, after so many years devoted to an unchanging ; 
theatrical form, has the cinema entered on this new phase? _ 
And what is the relationship between the different forms 
(Cinerama, CinemaScope, VistaVision, etc.) which theatrical ae 
presentation has assumed? i -L 
Here we will attempt to answer the second of these ques- —— 
+ tions first. Perhaps when this answer is accepted the reason 
for its timing will also become apparent. 
In nature, the mirror to mankind is to be found in man . 
himself. Hence the art of sculpture, in which the artist gt 
attempts to portray not only a likeness to man but an in- - i q 
terpretation of him. The companion art of drawing (or oa 


painting) passed through many phases before the present i, | T 
conception of representing perspective on a flat canvas se tag a 


became generally accepted. And even now, the twin arts 
of sculpture and painting continue to exist side by side— 
two aspects of a common aim—the representation of the — 


natural scene in some demonstrable form. rife “ 1 | 
The essential difference between sculpture and painting = : tL ia 
is one of dimensions; sculpture is in 3-D, while painting is . SS) 


restricted to 2-D, But are we fair in saying “restricted” ? 
There is much which the artist in two dimensions can 
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represent which is beyond the scope of the sculptor—land- 
scapes, scenes of battle and the color of flowers. On the 
other hand the sculptor can in one piece of work create 
what the painter can never portray—an infinite number 
of aspects of the same subject and a representation of the 
subject unbounded by the frame of a canvas. 

It is this frame which limits the expression of the painter. 
When great artists turn from a canvas to a wall, from a 
wall to a dome—are they not breaking away from the 
confines of their small canvases and are they not showing 
that, no more than the sculptor, will they forever be caged 
by a rectangle of wood? And do we, their audience, chide 
them for doing so, or complain that their pictures are 
painted in only two dimensions? Any more, do we chide 
the sculptor for carving in a monotone; for not painting 
the lips of his statue red? If, then, we accept both sculpture 
and painting as satisfying media for artistic representation. 
shall we not be equally understanding in assessing the merits 
of the cinematographer, when by varying his technique he 
succeeds in giving us different displays of the same idea? 
And when he grows tired of the restraint afforded by the 
frame to give himself a larger canvas; when he seeks to 
envelop and lose himself in it? 

Now let us turn to a closer view of this stretching process. 
In Fig. 1, the artist is at A and the subject is at S. FF define 
the limits of the field of view as contained by the canvas. 

Fig. 2 shows the picture: f f f f is the frame. 


The picture will be judged by a great many people, who 
will find fault with this and that and (in particular) with 
the composition. One will say the picture is the wrong 
shape; another will say the arrangement of the subject- 
matter is unbalanced; a third will say it should be tilted 
slightly, for dynamic reasons, Can we blame the artist if 
he throws away the frame and turns sculptor? Then at 
least his work will be judged on its own merits and not in 
relation to an artificial boundary which he desires no more 
than does his audience. 

So it is with the cinematographer. When once he has 
become the master of his medium he fights his limitations 
to broaden his field—widen the screen, heighten the screen, 
surround himself by screen—try, in short, to forget the 
screen and experience freedom of space and perspective. 

Now the painter is no longer envious of the sculptor. 
With as large a canvas as he wants to carry his picture 
he can do everything necessary to portray reality—as seen 
from one point in space. The sculptor scores here. He can 
portray his subject from every point in space. “Walk around 
it!” he says, “Move freely and look from all sides. How 
much more is here than on a canvas!” “Wait!” says the 
painter, turned cinematographer. “I will match you there! 
[ will photograph my subject with a moving camera and 
in this way I will carry my audience around my subject; 
not a few people, but hundreds of them! Nor shall we 
waste time, for I will plan the movements carefully so that 
they will see just what I want them to see in the telling of 
my story.” 

Here then is the cinematographer, master of his screen, 
with the appeal of the painter and the mobility of the 
sculptor. He may call it Cinerama; he may call it Wide- 
Screen presentation—CinemaScope—VistaVision. It is for 
us now to analyze what he has done so that we may emulate 
him for our own satisfaction. and for the satisfaction of our 
audience. 

All graphic art is the result of an association between 


‘the artist and his subject. Necessarily separated by space. 


the artist must first appreciate the subject and then portray 
it. The beginning of this process is illustrated in Fig. 3. 

If a sculptor, the artist conceives the portrayal in some 
form congruent with his conception of the subject. If a 
painter, he conceives the reproduction as the intersection, 
by the plane of his canvas, of his lines of sight with the 
subject (see Fig. 4). 

Fig. 4 provides us with a practical construction for line 
in a picture, Geometrically it has the same construction as 

(Continued on Next Page) 








OWING TO the wider angle of view, proportionately slower and 
shorter movements of the camera in panning, tracking, etc., is 
required to maintain the same sense of dynamism as at present. 
Tests have shown that movement with a wide-screen camera, such 
as the VistaVision camera being used here to film a scene for “The 
Ten Commandments,” should be reduced to two-thirds of what 
would have been required with the same lens used on a standard 
35mm _ camera. 
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the image formed by a camera lens on 
its plate or film. It is also a construction 
for the image thrown on to a screen by 
a cinematograph projector P and viewed 
by a spectator S (see Fig. 5). 

Fig. 5 illustrates the mechanism of 
recreation of the scene as an image lI. 
The position of P is arbitrary, so long 
as an undistorted image can be made 
to appear on the screen, It is left to 
the spectator S to form a mental projec- 
tion of this image in some position at I, 
such that the spatial relationship of S 
and | in Fig. 5 will correspond to that 
of A and S in Fig. 4. 

That this is possible will be testified 
by the many who over a period of years 
have sat and watched cinematograph 
films. But in order that it shall be prob- 
able, comfortable, and enjoyable, de- 
pends primarily on the technical quality 
of the image on the screen and the posi- 
tion of S in relation to it, This is the 
next subject for appraisal. 

What are the basic requirements of 
the image on the screen, in order that 
the spectator in Fig. 5 may identify 
himself with the artist in Fig. 4? We 
suggest that these are :— 

(i) Good Drawing 

That is, straight lines in the subject 
should be reproduced as straight lines 
in the image, and angles by equal 
angles. 

(ii) Good Tone Reproduction 

That is, there should be adequate de- 

tail in both shadows and highlights; the 
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full range of tones present in the orig- 
inal subject; and similar tonal contrast 
in original and reproduction. 

(iii) Good Definition 

Detail should be visible as detail 
in those parts of the image where this 
quality is considered desirable by the 
photographer. It is, however, permis- 
sible to dispense with definition in those 
areas where it is thought that to do so 
will improve the picture. 

(iv) Good Color Reproduction 

Hue and saturation should match 
those in the subject. Tone, we have al- 
ready considered. 

(v) Mechanical Steadiness in the Image 

Granted the reproduction is effected 
by mechanical means, the image should 
be held steady on the screen or the illu- 
sion of reality will be destroyed. 

(vi) A Constant perspective relationship 
between the audience and the image. 

That is, the field of view of the spec- 
tator in Fig. 5 should cerrespond to that 
of the artist in Fig. 4. 

The foregoing six points are the most 
important technical attributes of the 
projected image, and in that order. 

It will be noted that Stereoscopy is 
omitted. It could be added at the end of 
the list, but it is felt that there is so 
little necessity for stereoscopy as such 
in the portrayal of realism in motion 
pictures that it might justifiably be re- 
garded as little more than a novelty in 
the entertainment field. Its value in 
documentary and training films is ad- 
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mitted. Stereoscopy is the least impor- 
tant of the attributes needed for the 
portrayal of realism in motion pictures 
(just as a sculpture does not necessarily 
look more real than a flat painting) ; 
conversely, attention should be given to 
the attributes listed above. These will 
now be considered in further detail: 
(a) Good Drawing 

Drawing can be reproduced very sat- 
isfactorily by most modern lenses, Op- 
tically, a lens works in the manner 
shown in Fig. 6. The lens may be re- 
garded as a point through which straight 
lines emanating from the subject pass 
and strike the image plane in definite 
positions. A geometrically identical 
image will be formed in this manner 
of any subject plane, provided that the 
image plane be kept parallel to the 
subject plane. 

In the same way, an image on a piece 
of film may be projected on to a theater 
screen without distortion provided that 
the plane of the screen be kept parallel 
to the plane of the film. It follows that 
if the film being projected is flat, the 
screen should also be flat. Only if the 
film be curved should the screen be 
curved, as shown in Fig. 7. 

Consider the camera arrangement 
shown in Fig. 8. The drawing obtained 
from this camera is the same as would 
be obtained from Fig. 9. Hence, film 
obtained in this manner should be pro- 
jected as in Fig. 10 or Fig. 11, Figure 
8 represents the Cinerama camera and 
Fig. 11 the Cinerama theater. The log- 
ical evolution of the Cinerama camera 
is thus a single film passing round an 
arc as in Fig. 12; the corresponding 
projection layout being as in Fig. 7. The 
upshot of these considerations is, how- 
ever, that films which are held flat in 
the camera gate should, to reproduce 
drawing correctly, subsequently be pro- 
jected on to flat screens in the theater. 
(6) Good Tone Reproduction 

What has already been said on this 
subject may be translated into technical 
terms as follows: 

1. The negative should be fully ex- 

posed; likewise the print. 

2.The lighting contrast should be 
matched carefully to the latitude of 
the negative film and the tonal 
range of the subject. 

.The reproduction gamma of the 
theater display should be unity, due 
allowance having been made for 
haze, spill-light on the screen, etc. 

Good tone reproduction is more im- 
portant to realism than good color re- 
production as such, We have only to 
remember the sculptor and the artist in 
monochrome to realize that the absence 
of hue is not detrimental to artistic re- 
production; whereas lack of tone in a 
color film will always elicit adverse 
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NEW MAGNASYNC-MAGNAPHONIC 
ALL-IN-ONE SOUND SYSTEM 


cuts set-up time for on-the-go producers 





TYPE 15, series 400 
price $1385.00 


Here, in a single portable case, is a complete, top-quality sound system. 
Playback monitor amplifier, loudspeaker and recorder are all built into this 
one compact package. Just open the case and you're in business! 


FEATURES— 


Accurate, easy-to-read footage counter. 

Direct coupled torque motors. 

Simplified single-switch for motor control functions. 
Simultaneous film monitor 

“RECORD” indicator lamp. 

1200-foot film capacity. 


Panel size: 19”x 1534”; Weight 59 Ibs. 


INTERNATIONAL LEADERS IN THE DESIGN AND MANUFACTURE OF QUALITY MAGNETIC FILM RECORDING DEVICES 
he PA RR EEN Ai pe 


_ REP PRODU CERS 





MAGNASYNC MANUFACTURING CO., LTD., 5546 Satsuma Ave., North Hollywood 1, Calif. 

















DEALERS 
(PACMASY 10) NEW YORK—Camera Equipment Co., 315 W. 43rd St. SAN FRANCISCO — Brooks Camera Co., 45 Kearney St., 
New York 36 JUdson 6-1420. Cable Address CINEQUIP. San Francisco, Calif. EXbrook 2-7348. 


napoliomic CHICAGO —Zenith Cinema Service, Inc., 3252 Foster INDIA—Kine Engineers, 17 New Queen's Road, 


SOUND SYSTEM Ave., Chicago 25, Ill. IRving 8-2104. Bombay, India. 
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RE-] 
rewind w/l1 reel 
35mm shaft 


nN 
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IMMEDIATE 
DELIVERY 
. FROM STOCK... 
AT BETTER 
DEALERS 
EVERYWHERE 


Afi 


LS-1 
leader 
stanchion 
rewind 
attachments 


rewind w/universal joint and 
end support to hold 
up to 5- 35mm reels. 


RETWC-1 
rewind 
w/16 - 35mm 
combination 
tightwind 
REF-1 

friction control 

rewind w/1 reel 

shaft 35mm. 


SB-1 
swivel base 
attachment 
for rewind 


SP-16 (16mm) spacer 
SP-35 (35mm) spacer 


SL-1 
spring locks 
ASC-35 
35mm aluminum shaft 


male or female cores 
ASC-16 (16mm) 


precision film editing equipment/reels, cans and shipping cases 


HOLLYWOOD FILM COMPANY 
156 N. Seward Street, Hollywood 38, California HOllywood 2-3284 
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HOLLYWOOD FILM COMPANY 


524 W. 43rd St., New Yo-k, N.Y., LO-gac-e 3-1546 








SOME TESTS FAIL because they are photographed too well—in- 
compatible with the actual conditions that will be encountered in 
production. Photo above shows makeup test being filmed by Joseph 


WHAT SCREEN TESTS SHOULD SHOW 


“Avoid the maximum and 


——— THE ADVENT OF COLOR FILMS, 
pre-production photographic tests are 
more important than ever in making fea- 
ture films. And they require more care- 
ful attention—for a number of reasons. 
Some color negatives, for example, react 
differently to different colors; colors that 
are appealing to the eye, often record 
differently on color film. And so through 
photographic tests, wardrobe depart- 
ments are able to determine what colors 
are best to use; and the make-up depart- 
ment is able to experiment until it ar- 
rives at the correct make-up for a given 
player, 

Then there is another factor—the pho- 
tography itself. It has happened many 
times that pre-production tests have been 
meticulously lighted and photographed 
only to be contradicted by the actual 
production photography. In other words, 
a player appears far differently in 
the production shots than she did in 
the pre-production tests. Why is this? 
Very often it is because the pre-produc- 
tion tests were done too well, for they 
were made under conditions that could 


shoot for the minimum” for 


not always be duplicated or even ap- 
proached in actual production. In other 
words, the test director and the camera- 
man had the wrong conception of the 
test in that they aimed for the maximum 
possible with a given player or costume, 
rather than for the minimum that would 
be possible under the worst conditions of 
actual production. 

As an example: in testing a player for 
an important feminine role, the tendency 
might be to give the pre-production test 
the very best lighting and photography 
possible—to present the player in glam- 
orizing closeups and medium shots that 
enhance her personal charms to the ut- 
most. 

(Continued on Page 465) 


ONE OF THE NOTABLE make-up achieve- 
ments last year was the gradual aging of 
Elizabeth Taylor during progression of the 
story of Warner Brothers’ ‘“‘Giant."’ Each 
change of make-up was carefully tested 
under lighting approximating that which 
would be used in actual production. 
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Ruttenberg, ASC, (seated in foreground) under lighting conditions 
carefully calculated to match those that will prevail in the actual 
production interiors in which the player, Alec Guiness, will appear. 

































a more natural test result. 
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AN INDUSTRIAL photographic unit using reflectors to balance 
lighting on a picnic group on location. 


| FUNCTION of the sunlight reflector, pictured in accom- 
panying photos, may be likened to that of the flash bulb 
in the still photographer’s camera: to throw needed light into 
shadow areas of a scene to balance the illumination for best 
pictorial results. 

Reflectors are essential equipment for any producer of 
motion picture films. Even when booster lights are brought 
along to a distant exterior location, invariably reflectors will 
be found in use also, for quite often they can provide light of 
a different quality or can throw light from an angle not pos- 
sible with a booster light because of the terrain or power 
problems. The small film producer, of course, will find re- 
flectors indispensable; for reflectors can be made to serve 
his purpose in most exterior locations, making it unnecessary 
for his crew to employ the more costly booster lights and 
power generator. 

When reflectors first were used in cinematography, they 
were usually placed on the ground and tilted, with a stick 
supporting them at the desired angle. But the light thus re- 
flected from a low angle was unnatural, and gradually re- 
flectors were elevated—mounted on parallels to produce re- 
flected light from a more natural angle. Outdoors, sunlight 
comes from above and it is only logical that reflected light, 
to appear natural and unobtrusive, come from an elevated 
angle also. Ultimately, the studios started mounting their re- 
flectors on tripods or metal stands, with the reflector tilting 
within a metal U-shaped yoke mounted atop the adjustable 
stand. 

The typical professional reflector consists of a rigid panel 
—usually plywood—about 4 feet square. The surface is 
either painted with aluminum or chrome enamel or coated 
with silver leaf. The latter material produces the brightest 
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The Professional Use 
Of Reflectors 


Most location shots call for fill or 
booster light. 
effective and economical source. 


Reflectors are an 


By JOE HENRY 


reflective surface, and the painted surface a more diffused or 
softer light. Some of the studios coat both sides of the re- 
flector—one with paint, the other with silver leaf—thus 
making a single reflector serve a dual purpose by providing 
two reflectors in one. 

Until recently, users of reflectors built their own. Now, 
professional type dual-surfaced reflectors, complete with yoke 
and pedestal are available from Mole-Richardson Company, 
Hollywood, pioneer builders of studio lighting equipment. 
Pictured below, the M-R reflector is constructed of plywood 


(Continued on Page 462) 
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THE “‘MOLEFLECTOR”—professional sunlight reflector mounted 
in yoke erected on telescoping pedestal and manufactured by 
Mole-Richardson Company, Hollywood, Calif. Reflector is coated 
on both sides, affording reflected light in hard or soft qualities. 


















STANDARD EQUIPMENT 

on world-famous Mitchell 35mm and 
16mm cameras for professional cine- 
matography. “85% of the motion pic- 
tures shown in theatres throughout 
the world are filmed with a Mitchell” 


... professional standard 
for 35mm and 16 mm 
cinematography 


TELEVISION 
MILITARY 
INDUSTRIAL 
TECHNICAL 
COMMERCIAL 


More professional footage is filmed with Baltar 
than with any other lens. It will pay you to keep 
this in mind on your next important assignment. 

Order from your professional camera manufac- 
turer, or WRITE to Bausch & Lomb Optical Co., 
30019 Martin St., Rochester 2, N. Y. 





Academy of Motion Picture Arts and Sciences 
Honorary Award for Optical Service to the Industry 


BAUSCH 6 LOMB 


©A.M.P.A.S. 










MIXER: (at left} by which signals from two or 
more sources are fed to recorder at right level. 


TYPICAL TWO-.SPEED TAPE RECORDER with PUSH.KEY CONTROLS 
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TAPE RECORDER: a typical 2-speed tape recorder 
with push-key controls. 





RECORDING HEAD: 
which magnetizes 


tape as 





ring-shaped electromagnet 
it passes over it. 





CAPSTAN: spindle or shaft which rotates against 
tape, pulling it along at constant speed. 
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HOW TAPE RECORDING WORKS: diagram show HEAD P 
how sound waves are recorded and reproduce position 


THE LANGUAGE OF MAGNETIC TAPRE 


A glossary of common terms used in tape-recording sound for films. 


|’ AS A FILM MAKER, you contemplate 
recording sound for your films, using 
magnetic tape, you not only should know 
something of the techniques involved 
but also acquaint yourself with the lan- 
guage of the medium—the jargon of the 
tape recordist. This is true whether you 
intend to undertake the recording your- 
self or to employ another to do it for 
you. 

Tape recording has given new mean- 
ing to many words in the English lan- 
~*New Terms 
**Revised 1/4/57 
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guage. Numerous terms long used in the 
field of sound have become important to 
the tape recorder user, Here—in non- 
technical language—is a new** glossary 
of some of the most common tape re- 
cording terms. It has been prepared by 
Minnesota Mining and Manufacturing 
Company especially for the user of mag- 
netic tapes in sound recording. 

“A” WIND—(rhymes with kind) 
Magnetic tape wound on the reel with 
the dull oxide-coated side of the tape 
toward the inside. The wind almost uni- 
versally used today. Recorder design 
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determines whether “A” or “B” wind 
tape is required, 

*4.B. TEST—Direct comparison of 
two tape recorders made by simulta- 
neously playing identical recorded selec- 
tions on both machines and successively 
turning on the speaker of first one, 
then the other. 

ACETATE BASE — The transparent 
plastic film which forms the tough back- 
ing for approximately 90% of the mag- 
netic recording tape made in the world 
today. “Scotch” brand magnetic tapes 
Nos. 111, 120 and “Scotch” brand 
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V.U. METER: “‘volume unit’’ meter which indi- 


ed tap! cates relative levels of sound during recording. 


? 








Eee | RRRT @ TRACK No 2 
SaaS Cl ) SSSR TRACK No.1 => 
== peat ti: w 


DUAL TRACK MONAURAL RECORDING 


eal 


“FREE -RGHT TRACK > 
Cl) SR err rRacke> - 


STEREO OR BINAURAL RECORDING 


( iN-LINE HEADS ) 


n show) HEAD POSITION: diagram shows recording head 
oduct | position on tape for two types recording. 
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“Extra Play” magnetic tape No. 190 
all employ acetate film backings. 

AUDIBLE TONES — Sounds 
wave frequencies which the average 
human can hear and which range from 
30 to 15,000 cycles per second. 

*AUTOMATIC SHUT-OFF—Special 
switch incorporated in some tape re- 
corders which automatically stops the 
machine when the tape runs out, or in 
case of tape breakage. 

“B” WIND—Tape wound with oxide 
out. Seldom used today, Wind can be 
changed from “A” to “B” by putting 


with 


half twist in tape and rewinding on 
recorder. 

*BASS REFLEX SPEAKER ENCLO- 
SURE—Type of extension loudspeaker 
cabinet frequently available as acces- 
sory item for tape recorder. Design 
employs a “port” or opening which 
greatly reinforces the bass, yet requires 
but a relatively small cabinet. 

BIAS—A high-frequency alternating 
current fed into the recording circuit to 
eliminate distortion. 

BULK ERASER—A 110 volt A.C. 
device used to erase an entire reel of 
magnetic tape at once without running 
it through a recorder, It uses a strong 
magnetic field neutralizes the 
magnetic patterns on the tape. 

CAPST AN—The spindle or shaft 
often the motor shaft itself—which ro- 
tates against the tape, pulling it along at 
a constant speed on recording and play- 
back. 

*CERAMIC MICROPHONE — Inex- 
pensive piezoelectric type microphone 
supplied with many tape recorders 
which employs a ceramic element to 
generate voltages. Extremely rugged, it 
requires more gain than does a crystal 


which 


microphone. 
*CROSSOVER NETWORK — Filter 
circuits for a multiple loudspeaker sys- 
tem which separates highs and lows and 
feeds each to the particular speaker de- 
signed to handle them. 
®CRYSTAL MICROPHONE 


pensive piezoelectric type microphone 


Inex- 
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supplied with many tape recorders 
which employs a natural crystal—usu- 
ally Rochelle salt—as its element. As 
the diaphragm moves, it causes the crys- 
tal to generate electrical voltages. Should 
be handled with care, however, and 
never exposed to heat. Provides best 
quality of all inexpensive microphones. 
CYCLES PER SECOND—The unit 
for measuring the frequency, or “pitch,” 
of any sound. Abbreviated “cps.” 
DECIBEL—Abbreviated “db”, it is 
a relative measure of sound intensity 
or “volume.” It expresses the ratio of 
one sound intensity to another. One 
db is the smallest change in sound vol- 
ume that the human ear can detect. 
DISTORTION — Any difference be- 
tween the original sound and that re- 
produced by a recording machine. Dis- 
tortion takes on many forms, and 
although it can never be completely 
eliminated, it can be reduced to a mini- 
mum in a good recording and repro- 
ducing system. Tape offers the maximum 
potential in distortion-free recording. 
DUAL TRACK RECORDER — Usu- 
ally a tape recorder with a recording 
head that covers half of the tape width, 
making it possible to record one track 
on the tape, then turn the reels over 
and record a second track in the oppo- 
site direction. Sometimes called a half- 
track recorder. 
DUPE—Sometimes called a “dub” or 
“dubbing.” A copy of a tape recording 
(Continued on Page 466) 


ee 
rearaa 


TAPE RECORDING equipment today is so simple to operate and so easy to acquire that 
many small film producers now do their own sound film recording. A thorough under- 
standing of how the equipment works and the function of the various recorder components 


is essential to successful -esults. 
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DIAGRAMS show how to execute three effect shots described by author. 


CINE CAMERA TRICKS 


Some professional effects that are attainable 


with 8mm and 16mm cameras. 


By MACK 


LMOST EVERY SERIOUS 5mm or 16mm 

movie maker ambitious ‘o attain a 
professional-like quality in his films has 
seen photographic effects on the theatre 
screen he has wished to duplicate. A 
great many of these filmers write to the 
professional cinematographers in Holly- 
wood asking how various effects can be 
duplicated with a ciné camera. 

When these questions are about such 
things as filtering, lighting, composition, 
diffusion, and so on, we’re glad to come 
through with the answer; most of us 
use sixteens or eights for personal movies 
and are glad to pass along anything that 
can honestly be applied to the better- 
ment of amateur movies. 

But every now and then these let- 
ters ask about effects that can’t very 
well be obtained with ciné equipment. 
Usually they’re effects that have been se- 
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cured by either optical printing or the 
projected-background process. And both 
of these are, for all practical purposes, 
out of reach for the average amateur. 
True, you can build an optical printer 
for 16mm or 8mm use—but building it 
is a real job of precision cinemechanics 
if you want a printer that will do the 
things you desire and be accurate 
enough so it won't give your trick away. 
In the same way, you can make back- 
projection shots with some ciné cam- 
eras; but doing it on anything much 
bigger than title backgrounds calls for 
interlocked synchronous electric-motor 
drives for camera and projector—plus a 
lot more projector illumination than is 
found in most substandard projectors 
today. 

There are, however, some camera- 
tricks that can be adapted to 16mm and 
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8mm use, which will help add “pro- 
duction value” to scenario films and 
maybe eliminate some set-building trou- 
bles. They aren't simple. They call for 
real precision in camera-operation, and 
some construction that isn’t exactly easy. 
But the point is—they can be done with 
some of the better 16mm and 8mm 
equipment now available, if you're will- 
ing to work patiently and painstakingly. 
They are processes which have been 
more or less extensively used in 35mm 
professional work in the past, but which 
have to a great extent been crowded 
out by the newer and handier methods 
of optical printing and back-projection. 

They all require a camera which 
permits the full-frame image on a 
ground-glass screen. The l6mm Cine- 
Special is ideal for this: the various 
magazine 16mm and 8mm cameras, with 
the ground-glass focusing attachments 
with which they can be fitted, can also 
be used. 

The first and probably the oldest and 
most familiar of these tricks is the 
“glass shot.” For this a pane of glass 
of adequate size is placed in front of 
the lens. On it is painted whatever you 
may want to add to your scene—say a 
ceiling in an interior shot, or a back- 
ground of sky, clouds, mountains, city 
skyline, etc. The actual scene and live 
action are filmed through unpainted 

(Continued on Page 456) 
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If those colorful moments in your life are md shooting 


the full rich color . . . the new living color of \NSCOCHROME! 4 


Indoors, outdoors, any time you please, ANSCOCHROME c aaae your me m- 
ories in softer, more natural colors than ever before possible. With tx 
tremendous new speed (Exposure Index 32) ANSCOCHROME picks up all 


the detail. . . all the color . . . under practically any lighting condition. 


UNMATCHED IN SPEED... unmatched in color fidelity, new ANSCOCHROME 
brings you unmatched home enjoyment. Don’t shoot another roll without 


trying new ANSCOCHROME. You'll be glad you did! 


ANSCO, BINGHAMTON, N. 
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100’ 16mm roils 
50’ 16mm magazines 
Daylight and Tungsten Types 
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FOR VITAL scenes for his 16mm sound production, “It Happened 
Here,"’ cine-amateur Kevin Brownlow dressed up London's famed 





Trafalgar Square in swastika 
Hitler Youth members. Cost of props and costumes was enormous. 





emblems, Nazi storm troopers and 


AN AMATEUR FILMS AN EPIC 


Money, props, cast, weather, locations and the police posed constant 


problems for 18-year-old Kevin Brownlow, currently shooting 


fictional yarn of Nazi occupation of Britain 


OST AMATEUR MOVIE makers are 

happy to restrict their picture 
themes and settings to contemporary. 
everyday events or surroundings. The 
extravagances of the professional who 
can conjure up anything from an Arctic 
blizzard to the French revolution seem 
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so far beyond the cine amateur’s means 
that they are hardly worth his consid- 
eration. 

Invariably there are exceptions. One 
is eighteen-year-old Kevin Brownlow, a 
British movie amateur, whose very first 
serious production “The Capture” pre- 


* Jury, 1957 


cipitated no little controversy when it 
narrowly missed winning one of the top 
awards in Britain's Ten Best Amateur 
Films of the Year competition in 1955. 
Today, Brownlow is deep in production 
on what may well be the greatest single 
amateur movie undertaking to date. 








—_ 








Given the working title of “It Happened 
Here,” it is to be a feature-length 16mm 
sound film picturing what might have 
happened had the outcome of World 
War II been reversed, and England had 
been occupied by the Nazis. This sug- 
gests the enormity of the undertaking 
which, even for a major studio, would 
be considered a top-budget operation. 

A few quotations from Brownlow’s 
synopsis will give some idea of the 
scope of his ambitious undertaking. “It 
Happened Here” aims to show the ef- 
fects of a Nazi regime on a country un- 
occupied by an enemy for more than a 
thousand years—the behavior of the 
people; the attitudes of the individuals; 
and the inevitability of war. It aims to 
point up the basic reason for war and 
the lack of advance in human morality 
since the beginning of time. Quite a 
big order for a teen-age amateur movie 
maker! 

*... The central character is a woman 
forced to evacuate from the south-west 
coast to the devastated city of London 
because of constant American carrier- 
based aircraft attacks. America is the 
one country left fighting the Axis forces, 
and has been making desperate attempts 
to gain a foothold in Ireland before 
trying to liberate England. 

“Economically, however, the country 
is on the verge of collapse, for the dol- 
lar is worthless outside her own shores, 
and she is being weakened by German 
troops entering Canada, and by other 
Axis forces battering her Southern de- 
fenses. 

“...The end of the film shows the 
woman’s final surrender to the Nazi way 
of life, At this moment America realizes 
England has taken the weak way out 
and is no longer an ally, even in spirit. 
Long range bombers, unable to reach 
London because of impenetrable de- 
fenses, drop atom bombs on the North- 
ern industrial towns, crippling the en- 
tire country and making it useless to 
the occupying powers who move out 
just as the Romans did in 410 A.D. 
They leave behind a shattered, degraded 
population .. .” 

The reaction of most amateurs to the 
thousand and one problems which such 
a story poses would be to consider faking 
a few newspaper headlines, realize it 
would hardly be enough, toss the script 
hastily away and try to forget it. 

But Brownlow can’t forget it. The 
script has been brewing in his mind for 
the past two years, and he has already 
shot several of the most difficult se- 
quences. Even so, there are still plenty 
of problems ahead, and he anticipates 
that “It Happened Here” will be an- 
other three to four years in production. 

How can an amateur film maker un- 
dertake such a film? Which difficulty 
should he tackle first? Should he at- 


tempt to skirt the more spectacular 
problems at the script stage? 

Brownlow’s attitude is exactly the op- 
posite of most amateurs. He believes 
that unless his background is sufficiently 
convincing, his central story will be dis- 
missed as incredible. So he started by 
scripting and shooting the scenes which 
seemed the most impossible. 

“The last thing I want is a film which 
avoids showing the background,” he 
told me. “If I dodged crowd scenes, 
authentic uniforms, and large scale lo- 
cation work against London landmarks. 
the result would be totally unconvincing. 
However successful the use of closeups 
and intercutting proved, audiences would 
only be interested in how I'd cheated. 
I'm hoping that by showing them tie 
real thing—hordes of uniformed sol- 
diers, mass demonstrations and so on— 
they will accept the plausibility of the 
whole film.” 

Finance was and still is a major dif- 
ficulty. Waffen S.S. uniforms, as Brown- 
low soon discovered, cost ten dollars a 
week to hire, and he needed forty for 
one shot alone. For early sequences he 
made his own, adapting old British uni- 
forms, adding authentic buttons and 
medal ribbons, and checking the au- 
thenticity of every detail. 

Every prop was tackled with the same 
devotion. The ammunition for a ma- 
chine gun was made from several score 
of old propelling pencils cut in half. 
When Brownlow found that he could not 
satisfactorily copy all the uniforms and 
equipment he needed, he published ap- 
peals and advertisements, and now pos- 
sesses one of the largest and rarest col- 
lections of German military gear in 
Britain. 


As news of the production spread, 
Brownlow was offered everything from 
Iron Crosses to Himmler’s staff car. His 
latest find is a Fiesler Storch aeroplane, 
currently stationed at his disposal a few 
miles outside London! 

Casting the film was even more of a 
problem than finding sufficient props. 
“When I’d scrounged a uniform, at 
least I knew where it was,” said Brown- 
low. “But I couldn’t say as much for 
my players.” 

One of the principal actors left “It 
Happened Here” after a great number 
of his vital shots had been filmed. 
Shooting had to be restarted practically 
from scratch. Later another important 
member of the cast lost his initial en- 
thusiasm, and a similar situation re- 
sulted. 

Brownlow’s answer was to issue a fre- 
quent duplicated handout called “To 
Put You in the Picture,” informing ev- 
ery player of the film’s progress and 
explaining the reasons for any delays. 
As the cast list for “It Happened Here” 
will soon reach two hundred, the pro- 
duction and distribution of the handout 
is a formidable task alone. 

Principals were carefully selected af- 
ter Brownlow had advertised his re- 
quirements. Although he made it clear 
he couldn’t hope to pay any of his cast, 
there were still a huge number of ap- 
plicants. Many were given bit or extra 
parts, and even here Brownlow, always 
a perfectionist, took immense pains in 
differentiating between German and 
British physical types. 

Despite problems of equipment, props 
and cast; despite the worst summer 
Britain can remember, one of the most 

(Continued on Page 460) 





AUTHENTICALLY-COSTUMED Nazi officers are filmed in action by Kevin Brownlow, using 
hand-held camera at far right. Scene is for “It Happened Here,"’ estimated to require two 


years to complete. 


AMERICAN CINEMATOGRAPHER e 


Jury, 1957 = 455 





“GUNFIGHT AT OK CORRAL” 


(Continued from Page 437) 


the same as master painters did in the 
many fine canvases which have endured 
to this day. In my opinion, too much 
light on faces—that is, an overabun- 
dance of fill or booster light—makes a 
player look phoney. It detracts from 
his character, whereas it is the pur- 
pose of the cameraman to enhance the 
character and point up his personality 
with proper lighting and camera treat- 
ment.” One of Lang’s strong rules in 
photographing “Gunfight at the OK 
Corral” was always to use a minimum 
of front light. “Just enough to identify 
the player,” he said. 

On the sound stage, interiors 
given similar treatment. We see it in 
the opening scenes showing Doc Holli- 
day and his woman companion in his 
hotel room; in the dramatic early scenes 
where he meets with his intended killers 
in the hotel bar; and throughout the 
entire picture wherever the action of the 
story retreats indoors, 

The thought may arise here: “Why 
did Lang achieve such outstanding ar- 
tistic results in the photography of this 
particular -picture?” Perhaps it was 
because of the fortunate teaming of 
cinematographer Lang with — screen 
director Preston Sturges. Sturges, more 
than some other directors, is said to 
have a deeper understanding of photog: 
raphy and what it can do to enhance 
a story, and therefore thinks of his 
scenes in terms of the photographic 
result. Obviously, the cinematic genius 
of Lang encountered unusual fertile 
ground working with a director of this 
distinction. 

In the beginning, the two men spent 
a great deal of time just planning the 
photography. Together they spent hours 
in the Paramount projection room re- 
viewing some of the pictures on which 
each had contributed his respective 
talents; Sturges was able to study 
Lang’s special photographic techniques 
and Lang saw in the director’s pictures 
the incomparable earthy Sturges style 
of direction and plot motivation that 
seemed so compatible with his ideas of 
pictorial treatment. 

A company of more than 100, includ- 
ing cast and crew, spent fifteen shoot- 
ing days at Tucson and Phoenix, Ari- 
zona, for exterior scenes representing 
Fort Griffith, Texas, Dodge City, Kan- 
sas, and Tombstone, Arizona. 

Shooting started on the “Old Tucson” 
section near the city. This is a perma- 
nent set built around 25 years ago for 
the film “Arizona,” which has been 
perpetuated as a tourist attraction as 
well as serving as a location site for 
many western films like “Gunfight at 


were 
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the OK Corral.” This section was used 
to duplicate Tombstone, Arizona, as well 
as Fort Griffith, Texas. 

The company next shot at Elgin, 
Arizona, approximately 57 miles from 
Tucson, and the remaining days in and 
around Tucson and at the huge 32,000- 
acre Empire ranch, some 47 miles to 
the south. Because of the vast scope en- 
compassed by the twin-frame picture 
area of the VistaVision camera, a group 
of eight Arizona highway patrolmen 
were on hand at all times to stop any 
far-away traffic that might spoil the 
early-day western scenes, 

The actual gunfight, filmed at Old 
Tucson, took about four eleven-hour 
days to shoot; the action lasts about 
five minutes on the screen, It generally 
is agreed that this is the greatest gun- 
fight ever recorded by motion picture 
cameras, Lang put his imagination and 
ingenuity to the supreme test in com- 
posing, lighting and _ photographing 
every take of this dramatic climax. 
Here the skillful use of backlight and 
the deliberate avoidance of booster light 
gives special emphasis to the scenes and 
points up the sinister aspects of the 
fray. Lang captured almost all action 
here with the camera set low as possible, 
shooting under a bridge, a wagon, or 
through the spokes of a wagon wheel. 
Despite the gunfire, the action in many 
takes was played right into the camera. 
thus bringing the spectator right into 
the very heart of the fight with tension- 
shattering impact. 

Few cinematographic achievements 
can compare with “Gunfight at the 
OK Corral.” It's a “must see” for 
students of cinematography — recom- 
mended viewing for many old-timers, 
too. 
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areas on the glass, as shown in Fig. A of 
illustration. 

The important point is this: the glass 
painting must be matched, looking 
through the lens, to whatever actual set 
or scene is to be photographed, so that 
the two blend smoothly into one. And of 
course the live action of the scene must 
be so directed that it keeps strictly with- 
in the bounds of the unpainted part of 
the glass. Otherwise, if an actor stepped 
“out of bounds” and crossed the matte- 
painting line, part of him would sud- 
denly—and for no apparent reason- 
vanish on the screen. 

Another vitally important thing is 
that camera and matte-painting shouldn't 
be moved between the time the painting 
is made and the time the shot is pho- 
tographed. If either moves even the 
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smallest fraction of an inch, they’re 
not likely to match up properly when the 
scene is made. Back in the old days 
when we used this process in the studios, 
it was a common sight to see a tripod 
carefully anchored to the stage floor by 
tie-down chains, etc., in its proper posi- 
tion behind a glass, with signs all around 
saying “Do Not Touch!” When the cam- 
era was placed on the tripod, it would be 
perfectly aligned for the shot. 

While glass shots are generally used 
in professional production to put some- 
thing in at the top of the frame, it 
doesn’t by any means follow that that’s 
the only way they can be used. Obvi- 
ously, if your real scene and the painting 
are carefully blended, you can use the 
painting to add, say, a gully in the fore- 
ground, or something at one side of the 
frame or the other. 

A three-dimensional development of 
this idea is called the “front miniature.” 
The basic principle is much the same as 
that of the glass shot, except that a three- 
dimensional miniature of the desired ad- 
dition to the scene is placed in front of 
the lens instead of a painting (Fig. B in 
illustration ). 

Like the glass-shot painting, this min- 
iature must be very precisely coordi- 
nated in design and perspective with 
the actual part of the scene. Since it 
is much closer to the lens than the real 
set, it can of course be made compara- 
tively small. Sometimes, once you know 
how to manage the design and construc- 
tion of such miniatures, you can use 
what the artists call “forced perspective” 
—that is, have the part of the miniature 
closest to the lens built to a slightly 
larger scale than the more distant part. 
This, if properly coordinated, can add a 
surprising illusion of depth. 

Of course the lighting of the mini- 
ature must be carefully matched to that 
of the real part of the scene. Otherwise— 
to cite an obviously extreme example 
—you might get a shot in which the sun 
shone from the left on the lower half 
of the scene, and from the right in the 
upper part! 

Many years ago an ingenious Euro- 
pean cinematographer devised a process 
which, while a modification of the two 
methods just outlined, had vastly greater 
possibilities. This was the Schuefftan 
process, named after its inventor, cine- 
matographer Eugene Schuefftan. Unfor- 
tunately, it has never been used to any 
extent in this country, as it appeared just 
as other and more flexible processes such 
as the old Dunning Process and the pro- 
jected background process came into use. 
It is distinctly intricate, but it offers pos- 
sibilities that could certainly be put to 
good use by the painstaking filmer of 
amateur scenario films. 

In a nutshell, here’s how it works: 
The actors work in front of a small set 
—just big enough to furnish the mini- 
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mum essential background for their 
actual movements, This set is placed as 
usual, directly in front of the camera. 
Also in front of the camera, and com- 
paratively close to the lens, is placed a 
reflecting surface —a_partially-silvered 
mirror or an intricate system of prisms 

with the reflecting surface at a 45- 
degree angle to the lens’ axis. At right 
angles to the camera’s main lens-axis, 
and at the proper distance, is a paint- 
ing, a photograph or a miniature set, the 
reflected image of which, blended with 
the small actual set, completes the 
scene, 

In its simplest form, this system can 
make use of a front-surface mirror; 
that is, one in which the silver reflect- 
ing surface is deposited on the front of 
the glass support, rather than on the 
back. Most glass or mirror shops can 
make these up. 

With this mirror in place, the silver 
is carefully scraped from the glass over 
an area of precisely the right size and 
shape to permit the real, full-size set 
and actors to be viewed by the lens. 
The photo, miniature or painting which 
is to complete the shot is then posi- 
tioned, over at the side, at right angles 
to the lens, in such a manner that its 
reflection and the real set blend into a 
single image. (Fig. C in illustration.) 

This way you can get an apparently 
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spectacular set—say a huge interior of 
a castle, or the like—on the screen, 
while all you have to build in full-size 
construction is, say, a small back-wall, 
a door, or the like, just big enough so 
your actors have a little room to move 
about in. Naturally, you can have this 
real set of any size and shape you want, 
even masking off unwanted parts of a 
real room or building by simply leav- 
ing the silvering of the mirror where 
it will conceal that part, and reflect into 
the lens something entirely different. 
though blended with that part of the 
real scene you photograph, 

Anyone contemplating any of these 





tricks should remember you can’t 
pan, tilt or dolly the camera in 
photographing them. Each set-up is 


good for only one camera-angle. Usu- 
ally, it’s the long-shot. If you move in 
closer, for medium-shots or closeups. 
you'll either have to make a completely 
new glass-shot, miniature or Schueff- 
tan set-up, or plan your action and 
camera-angles so that your real back- 
ground will be sufficient, and not reveal 
that the previous shot was a_ trick. 
However, that isn’t much of a handi- 
cap. If, for example, you're putting a 
ceiling on a room, or Schuefftan- 
processing a big room around your 
actors, once you've established the spec- 
tacular setting in a long-shot, your audi- 
ences imagination will put it there, 
even if in the closer angles it only sees 
a simple, plain back-wall. 


Secondly, your camera must be abso- 
lutely steady on its tripod, and have as 
steady a film-motion as possible. Other- 
wise, you may have the nearer painting 
or miniature visibly weaving, while the 
actually more distant “real” part of the 
set remains steady. 

Finally, doing these tricks and doing 
them at all convincingly requires some 
skill and precision. You can't get away 
with crude painting or a crude mini- 
ature, even though superabundant de- 
tail may not be desirable. And the 
perspective of the “artificial” part of 
the shot must be accurate, or the com- 
posite scene on the screen will look 
phoney. And the alignment of real 
action, artificial addition, and camera 
must be precise to the Nth degree, or 
again, your shot will be so “fakey” you 
might better not try it. 

All of these methods have been used 
many times in professional filming, 
sometimes even with cameras hardly 
better than today’s best substandard 
outfits. With precision and skill there’s 
no reason why they can't be used in 
16mm and 8mm, either black-and-white 
or color. But—don’t expect success the 
first try. It takes patient, painstaking 
work to accomplish any camera-trick, 
and do it convincingly. And this calls 
for really exacting work. But, properly 
done, they can add _ immeasurable 
“production value” to amateur scenario 
and documentary films. END 





APPROACH TO WIDE-ANGLE PHOTOGRAPHY 


(Continued from Page 444) 


comment. 
(c) Good Definition 

Good definition in motion pictures is 
seldom as high as is desired. This can 
be a limiting factor in the portrayal of 
realism. Good definition can only be 
achieved by strict attention to technical 
factors. The definition of Cinerama is 
much higher than normal in a theater 
and affords a startling contribution to 
the realism of the display. 

The artistic use of lack of definition 
—e.g., in backgrounds—does not excuse 
the inability to provide it when it is 
called for. 

(d) Good Color Reproduction 

This is the constant preoccupation of 
color film manufacturers. The user can 
do much to help, however. The use of 
the correct color lighting; the use of 
only those colored materials (in a 
scene) which can be correctly repro- 
duced; strict attention to light and 
shade, exposure and processing — all 
these help to make the most of the really 
wonderful color films now available. 
(e) Mechanical Steadiness in the Image 
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Cinematography is admittedly a trick. 
This does not detract from the illusion 
provided the trick is well performed. It 
should go without saying that the pic- 
ture on the screen should not jump 
about, flicker, ghost or suffer from any 
avoidable mechanical faults. These 
above all help to destroy the illusion of 
realism, so painstakingly created in 
other respects. 

(f) A Constant Perspective Relationship 
Between the Spectator and the 
Image. 

The field of view of the artist in Fig. 
1 is constant because it is dictated by 
the construction of his own eyes. Hence, 
the field of view of the camera eye 
should ideally be kept constant, when 
the audience (who cannot move from 
their seats) will perceive a constant 
sense of perspective in the theater. 

We do not say “the same sense of 
perspective” because the audience is 
in reality not the single observer 
shown in Fig. 5, but a crowd of people, 
only one of whom occupies the theo- 
retically correct viewing position for 
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the screen (see Fig, 13, page 444). 
This is a practical limitation of the 
subjective realism possible in the 
theatre display. Nevertheless, it is still 
possible for a member of the audience 
(say at position A, Fig. 13) to accom- 
modate himself to an incorrect perspec- 
tive match, provided the error in the 
matching be kept constant. Loss of 
realism due to continually ' changing 
perspective may thus be eliminated. 
There will, however, remain an effect 
as follows: 

Consider three members of the audi- 
ence seated, as in Fig. 14. A occupies 
the correct position. B is half as far 
from the screen as is A, while C is 
twice as far from the screen. 

A will experience a correct perspec- 
tive match and will be able to project 
the scene mentally, as did S in Fig. 5. 

B will experience a feeling that he 
is sitting too near the screen, while C 
will feel that he is sitting too far away. 
Of these latter, C’s feeling will be more 
comfortable than will B's. C_ will 
feel impelled to move forward (which 
another time he may indeed do) and 
tend to occupy A’s position; whereas 
B will feel an urge to move backwards, 
objectionable in any circumstances. 

If, then, it is not possible to match 
perspective for the entire audience, it 
is best to match it for as many spec- 
tators as possible and in so doing to 
promote a viewing preference for seats 
nearer to the screen. This should even- 
tually lead to a general preference 
among the viewing public for seats in 
more forward positions, a preference al- 
ready well-established in the legitimate 
theatre. 

The overall practical effect of the 
foregoing is to show that there is a 
fundmental relationship between camera 
and projection techniques. If realism 
is sought in the display, it is not sufh- 
cient for the camera and the projec- 
tionist—that is, the Studio and _ the 
Theatre—to think and act in separate 
fields. Hitherto, the theatre has been 
planned in terms of a conventional lay- 
out and the studio has had little option 
but to produce films for the facilities 
available for showing them. 

Now, however, both theatre and 
studio—both projectionist and camera- 
man—are undergoing changes in their 
techniques. It is at the moment difhi- 
cult to specify either separately because 
the other is still changing. We can. 
therefore, only specify them together. 
showing the relationship between cam- 
era and screen, in such a way that 
they may together evolve into a stable 
new form. Stability is necessary for 
commercial reasons, It is also inevit- 
able, so anything that can be done to 
promote stability is only sound commer- 
cial practice. 











Where is stability lacking at the pres- 
ent time in the commercial motion pic- 
ture theatre? The following are the 
features most in need of stabilization: 

i. The shape of the screen. 

ii. The width of the screen in rela- 
tion to the depth of the auditorium. 

To a certain extent these are interde- 
pendent. Thus, if the screen border is 
to be well within the field of view of 
the audience, an aspect ratio approach- 
ing 1.5 to 1 might be considered desir- 
able. On the other hand, if the audi- 
ence is to be given a wider field of 
view, as in the Cinerama concept, then 
an aspect ratio approaching 2 to 1 
would be preferable. Some _ interme- 
diate condition would justify an inter- 
mediate value for the aspect ratio, 

Whatever shape is finally chosen, 
consider once more Fig, 5 where the 
shape is conveniently not shown but 
where the perspective relationship is 
emphasized. The effect of Fig. 5 is 
now to show that the actual shape of the 
screen is not so important in portray- 
ing realism as is the position of the 
audience in relation to screen width. 
Under these conditions. the smaller the 
screen and the nearer the audience can 
sit (proportionately) the more economi- 
cal the display becomes to contrive. 
These considerations must, of course, be 
balanced against others of a commercial 
nature, such as the intended size of the 
audience and the utilization of existing 
premises, 

It may be that the inclination of the 
audience to sit at the back of the audi- 
torium has in the past been conditioned 
more by inadequate technical quality 
in the display than by a conscious de- 
sire to improve the illusion of reality. 
Other reasons may of course be found 
in a study of the social factors which 
influence cinema-going, but these are 
outside the scope of this paper. 

In short, provided we can command 
adequate technical proficiencey, then 
by installing a large screen for the 
benefit of the back seats we achieve no 
more than by keeping the same size 
screen and bringing the back seats for- 
ward. Rather, by the arguments of 
para. 5, the latter course should be the 
more acceptable. 

What then is the merit of the large 
or wide screen? Simply this: that it 
enables a wider field of view to be por- 
trayed than formerly. It invests us with 
the mantle of the artist who, wearied 
by the restricted confines of his canvas, 
has stretched the frame to reveal a 
fuller view of the same subject. And 
like the artist, we do not, thereupon, 
paint on a larger scale, but maintain- 
ing the same scale we embrace a wider 
field. Likewise in the theatre, the ad- 
vent of the wide screen implies, not an 
increase in the size of the images for- 


merly projected, but a_ proportionate 
increase in the field of view, which may 
now stretch more and more in width 
and height. until we lose sight of the 
borders of the screen and see with the 
untramelled eyes of the watcher in free 
space. This was the concept of Cine- 
rama, the forerunner of the wide screen. 
And how does the cameraman pro- 
ceed, now that he is given for this 
new medium a wider canvas and must 
use it no less dramatically than hitherto? 
One of the responsibilities of the 
cameraman is to maintain the composi- 
tion of the picture. And because the 
old canvas was limited in size, composi- 
tion has tended to be regarded as tied 
to the frame of this canvas—the screen. 
Remove the frame and the primary aid 
to composition disappears; only the 
cross-wires of the viewfinder are left. 
Now for practical reasons these cross- 
wires—the center lines of the scene 
are not sufficient to enable the camera- 
man to retain control of the composi- 
tion. Nor is it permissible to frame the 
action in the borders of the new canvas. 
These borders have been chosen for 
their quasi-disappearing qualities. If 
we compose our action to the new frame 





limits, we shall bring them back into | 


our field of view and negate our origi- 
nal conception of the portrayal of free 
space. Compostion must, therefore, be 
conceived as in the mind of the sculptor 
—unlimited by borders and finite in it- 
self. The extension of the field between 
the action and border comprises our 
region of peripheral vision. The prob- 
lem then resolves itself, how best to 
define the limits of what we will call 
Significant Action. There is no ques- 


tion of restricting in any way pictorial | 


composition of the scene itself, Pictor- 
ially the scene as such must be con- 
ceived with a composition which ex- 
tends up to the limits of the canvas. 
What should be limited is the area of 
screen within which the eyes of the audi- 


ence are free to roam—that is the limits | 


within which attention should be con- 
centrated on the action: or the area in 
which the audience is required to look, 
as opposed to the peripheral area in 
which it merely sees. The limits of 
significant action may, therefore. be 
identified with the limits within which 


it is permitted to move the Center of 


Attention of the scene. 

The practical application of this re- 
quirement could be carried out as fol- 
lows: Assuming that the cine frame will 
contain a picture which will be pro- 
jected to fill the full area of the screen. 
a mask could be fitted to the camera 
viewfinder and telescope which will 
show a clear inner rectangle with a grey 
mask overlaying the peripheral area 


(see Fig. 15). Fig. 15 contains no di- | 


mensions. because the choice of the 
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precise relationship between the two 
rectangles is arbitrary. As an example, 
we could postulate that the inner rec- 
tangle contains a field equal to that 
formerly used, while the outer rectangle 
would contain the new field which has 
been revealed by the new camera tech- 
nique. It follows also, that if the theatre 
screen area is being increased in pro- 
portion to the camera negative area (a 
logical relationship—again in the first 
instance), then the new field will be 
covered in the camera only by using the 
same effective focal length camera lens 
as formerly. These relationships are 
expressed diagrammatically in Fig. 16. 
(Note that the term “effective focal 
length” is intended to include the effect 
of an anamorphic attachment where 
used. ) 

From this it follows that in the new 
method of shooting, depth of field will 
be the same as formerly—also exposure 
levels—but a larger area of set will be 
required for a given action. This added 
set construction will, however, apply 
mainly to the peripheral area. It will 
be found that this area needs propor- 
tionately a smaller provision of light- 
ing equipment than the central area. 
because the central area generally con- 
tains more depth in construction, In- 
deed, the peripheral area may be in- 
creasingly filled by artificial aids to film- 
ing, such as hanging miniatures and 
painted mattes—not to mention the use 
of traveling mattes, in which the wider 
field is largely swallowed up in the 
background plate. 

Moreover, owing to the wider angle 
of view, proportionately slower and 
shorter movements of the camera (track- 
ing, panning, etc.) will be required to 
maintain the same sense of dynamism 
as at present. It may be postulated that 
the range and speed of camera move- 
ments of all types should be reduced in 
proportion to the increase in camera 
lens angle. As an example, a simple 
calculation will show that camera move- 
ment (both range and speed) when 
using a Vista-Vision camera should be 
reduced to two-thirds of what would 
have been required had the same lens 
been used on a normal 35mm camera. 

Attention to this important point will 
remove the objections (which are 
known to exist) to the effects of camera 
movement on wide-angle images. END 








AMATEUR EPIC 


(Continued from Page 455) 


challenging sequences of “It Happened 
Here” was the first to be completed. In 
May, 1956, Brownlow “invaded” the 
annual May Day Labor Rally in Lon- 
don’s Trafalger Square with a squad 
of German soldiers, armed to the teeth. 





) 





There were arguments with the po- 
lice and complaints from rally organiz- 
ers. The only people who took it calmly 
were the crowd who, with typical Brit- 
ish phlegm, ignored the whole thing! 
Eventually Brownlow and his unit were 
driven away; but not before he had 
secured shots of several thousand Eng- 
lishmen “guarded” by Nazi troops. 

To match up with his shots of spec- 
tators, Brownlow needed material show- 
ing Nazi officials speaking from the 
plinth of Nelson’s Column. He obtained 
a permit to film from the appropriate 
Ministry, decorated the Column with 
Swastikas and German slogans, and 
lined the plinth with Authentic-looking 
soldiers, politicians and members of the 
Hitler youth. 

When the national press ran the story 
the next day, the Ministry exploded. 
Apparently there is a solemn—if in- 
explicable—trule against filming costume 
pictures in the Square. “It Happened 
Here” will be the first exception—and 
the last, according to the Ministry. 

After a few sessions in Soho, Lon- 
don’s colorful Latin quarter, Brownlow 
was forbidden by the police to film in 
the district again. He is at present en- 
deavoring to obtain permission to fly 
a Swastika from the roof of Broadcast- 
ing House, and has only reluctantly 
abandoned the idea of writing to Buck- 
ingham Palace for the same purpose. 

An exhibition of Heinkels and Mes- 
serschmidts gave him an _ unexpected 
chance to obtain further authentic back- 
ground material. Currently he is plan- 
ning a Nazi victory parade down the 
Mall (the route of all Royal proces- 
sions), featuring lorry loads of soldiers, 


staff cars and marching troops. He is | 


even considering a fly-past. 

If it were not for what he has already 
achieved, it might all sound absurd. 
But Brownlow is quick to point out that 
these spectacular sequences only set the 
background to his film, which in other 
ways is planned as an intense, almost 
intimate production, 

Money, props, cast, weather, locations 
and police look like constant problems 
throughout the production of “It Hap- 
pened Here.” But it will take more 
than these to stop Brownlow, not only 
the most ambitious but the most deter- 
mined of British amateur movie makers. 
By sheer doggedness he is proving that 
few, if any, practical difficulties are be- 
yond amateur resources, 

“After all,” he told me, “I’ve got to 
get these sort of problems out of the 
way first. They may be the biggest, but 
they're not the hardest. Once Tve fin- 
ished the epic stuff I can concentrate 
on the real difficulties—direction, per- 
formances, atmosphere.” 
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REFLECTORS 


(Continued from Page 448) 


one-inch thick supported within a wood. 
en frame. Overall size is four feet. The 
frame has fittings for mounting the re- 
flector on a pedestal or for attaching a 
telescoping support at the back where 
reflector is to be used on the ground. 
The yoke and pedestal are constructed of 
steel tubing. The latter is adjustable 
from a low of 60 inches to a maximum 
height of 96 inches. 

The simplest and most obvious use of 
the reflector is to lighten up the shadow 
side of faces when shooting in a cross- 
light out-of-doors, For this, a fairly soft 
reflector—the aluminum painted surface 

-is usually best. The reflector should be 
placed well back from the subject so that 
the effect of shadow still remains, but 
with the shadow area lightened up sufl- 
ciently to permit the camera to capture 
necessary detail. Here. the reflector 
should be elevated so that the light 
strikes subject at face level or from 
slightly above. In any case, the reflected 
light should not be so intense as to cause 
subje ct to squint. 

Reflectors find important use also 
when the cameraman works in a back- 
light. Here, two reflectors should be 
used—one at either side of subject 
throwing fill light towards both sides of 
the face—and a third placed somewhat 
closer to subject (with consequent “hot- 
ter” light) to provide a measure of mod- 
eling in the illumination. In a situation 
of this kind, some cameramen attempt to 
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Rear wheel has steering handle that can be locked for straight rolling dolly shots. 
While leg spread of tripod, when mounted on dolly, measures 36”, dolly is 
easily maneuverable through doorways. Special leg nests for baby tripods. 
Dolly folds in seconds into two easy-to-carry sections which fit into sturdy fibre 
carrying case. Net weight of dolly is 56 Ibs. Carrying capacity, 1200 Ibs. 


Write for prices and literature. 
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Congratulations lo 


MICRO PHOTO, INC. 


on their new laboratory 

and their second 

METAL MASTERS 
PROFESSIONAL PROCESSOR 





















ALL METAL MASTERS processors 
equipped with hypo eliminator sections 
to produce films of archival quality. 


are now 





METAL MASTERS 
5599 University Avenue 
- San Diego 5, 


Calif. 








effect modeling by placing a hard reflec- 
tor on the opposite side. A better method 


is to achieve imbalance in the reflected | 


light by using soft reflectors at either 


side and placing one a little closer to the | 
subject than the other. Where the hard | 
reflector is used in a case of this kind, | 


the light resulting is too harsh and makes 
use of reflected light too obvious. 

The skillful cameraman will achieve 
results with reflectors that are subtle and 
without making the use of reflectors ob- 


vious in the scene. Like every other cine- | 


matic treatment, when reflected lighting 


is overdone, it is distracting as well as | 


completely unnatural. 


By using reflectors, action can be 


staged in shade, as for example on a 
porch, under large shade trees, or in the 


shadow of a house or tall building. Here | 
reflectors can be set up beyond the | 


as 


shaded area in such a manner 
throw reflected sunlight into the scene. 


Of course, this calls for shooting on the | 


location at the time of day when the sun 
is in the right position to make reflector 
use effective. Where action is staged in 
deep shade, hard surfaced reflectors are 
the best to use, as their light beams hold 
together and carry for a greater distance 
than do those of soft reflectors, Profes- 
sional cinematographers have been 


to | 


known to use reflectors in relays for this | 


type of shot—bouncing the light from 
one reflector to another until the light 
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a viewer that enables him to view 
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Counter additional 
Sound Reader additional 


| 












16mm Professional Film Viewer $350.00 


75.00 
150.00 





reaches the desired spot. This, of course, 
where access to sunlight is not direct, as 
in the average type of shot calling for re- 
flector use. 

Another professional use for sunlight 
reflectors is to provide back-lighting and 
rim-lighting. A typical example of using 
reflectors for back-lighting is where sub- 
ject is out in the open, facing the sun. 
Camera angle permitting, a hard reflec- 
tor is placed in back of subject to throw 
reflected light upon him to provide add- 
ed separation. Sometimes two reflectors 
are better for this—one at each side, and 
toward the back. 

Use of reflectors in cinematography 
rarely poses an exposure problem. Once 
the contrast effect has been checked with 
the aid of a contrast viewing glass, the 
usual meter reading—either reflected or 
incident light—is read and the lens set 
accordingly. It sometimes happens that 
balancing the reflector-filled shadow-side 
of a face with the bright side becomes a 
problem. To get an effect of natural, 
“open” shadow there should be about 
half as much light in the shadow as in 
the highlight. Increase or decrease the 
illumination of the reflector-lighted area 
by moving the reflectors toward or away 
from subject or scene, until the right 
balance is obtained. 





SCREEN TESTS 


(Continued from Page 447) 


Of course, it is usually necessary to in- 
clude some shots of this nature in any 
test, but if the test film is composed en- 
tirely of this type of shot, an injustice 
will be done the player, the cinematogra- 
pher, and the studio. For a film test of 
this sort invariably leaves too much un- 
answered. You prove that the girl can 
be made to look lovely on the screen—in 
a shot where everything played into the 
photographer’s hands; where movement 
of both subject and camera was mini- 
mized. You prove, perhaps, that you can 
make her look attractive as she sits still 
and presents first a full-face angle to the 
camera, then the right profile and then 
the left—or perhaps walks slowly toward 
or away from the camera. 

But how does she look in action? 

In production she'll move around on 
the sets—perhaps violently. Perhaps the 
camera will move, too, on dolly or boom. 
Lamp placement, in actual production, 
may at times be restricted by camera 
movement or by the need to avoid mike 
shadows. Under these conditions, can 
this same player be made to look as 
glamorous and attractive as in the care- 
fully controlled test shots? 

Obviously, unless those entrusted with 
making the film test take all the inevit- 
able factors into consideration and show 
the minimum that can be achieved as 
well as the maximum, the test cannot be 
considered a fair nor dependable one. 

Let us consider another example: a 
character actor scheduled to play a for- 
eign type, such as a Mexican or Chinese. 
A test of his make-up alone shows noth- 
ing but the already well-known fact that 
he can be made up to represent almost 
any type of character. But unless the 
cameraman and the test-director plan for 
it, the test won't show how convincing 
that make-up will be in scenes where he 
is eventually to work with a genuine 
Mexican or a real Chinaman. Neither 
will it show how he will appear in scenes 
where he is to work closely with the 
other players—with Americans or Brit- 
ishers, or with the leading lady. Maybe 
these are obvious considerations in tests 
of extreme character make-ups — but 
they're easily overlooked, none the less, 
in making “just a simple make-up test.” 

Costume tests can hold just as many 
pitfalls. And it is not always or exclus- 
ively the costumes of the principals that 
can give trouble, either. Only recently a 
major studio tested some costumes for 
the chorus of a musical film. The design- 
er had done his best to suggest the dar- 
ingly revealing costumes of chorines 
without literally running afoul of censor- 
ship regulations. But camera tests were 
necessary to prove whether or not the 
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photographic rendition of the costumes 
and their wearers would be too nearly 
similar, and perhaps give some sensitive- 
minded reviewers the impression that 
there was too little costume and too 
much girl revealed. 

In the comparatively close shots of 
normal dramatic action, the cinematog- 
rapher can do a great deal to control the 
way such a costume will appear on the 
screen. Definition and gradation are 
both at the maximum. Furthermore. 
discreetly-placed shadows can conceal 
doubtful points. 

But in long-shots of a musical number 
or dance routine the situation is re- 
versed. Definition and gradation are al- 
most inevitably at their minimum, And 
with a set lit for the high-key effects 
usually desirable for such numbers, and 
with both players and camera moving 
constantly, very littke—if any—shadow- 
ing can be done. The costume itself must 
be right. And a test made under the 
most favorable conditions compara- 
tively close shots which to the unthink- 
ing might seem likely to be the most re- 
vealing will tell exactly nothing about 
what will appear on the screen when the 
number itself is being photographed for 
the production. 

Therefore such are best 
under conditions simulating as closely as 
possible the conditions that will be en- 
countered when the number is actually 
filmed. It may not be so flattering to the 
costume, its designer, its wearer, or to 


tests made 


the photographer's skill. But it will give 
an accurate measure of what can be ex- 
pected under the least favorable produc- 
tion conditions, And that’s really what 
the test is for. 

It often happens that a test is made of 
a player—man or woman—under artti- 
ficial lighting on the test stage, where the 
player is to be cast in an outdoor pic- 
ture. Today a great deal can be done 
to balance up a player’s appearance in 
interiors and exteriors, with the control 
possible through the use of scrims, reflec- 
tors, booster-lights, and so on. But even 
so, natural lighting can be much more 
searching—much more revealing of any 
defects—than the fully-controlled light- 
ing of the sound stage. 

In such a case, therefore, it seems the 
test should include not only the most 
favorable lightings and angles, but also 
the harsher, less favorable source-light- 
ings which will approximate the worst 
lighting-conditions likely to be encoun- 
tered outdoors on location. 

The point is that tests should be ap- 
proached realistically. They should show 
the subject not only under the best 
photographic conditions possible, but un- 
der the worst conditions likely to be 
encountered in the course of actual pro- 
duction. They should, in short, live up to 
their name, and test every conceivable 
possibility — good and bad — and do it 
searchingly. If they do that, they can 
prove a genuine asset to production. 








CAMERA TREATMENT FOR “THE LONG HAUL” 


(Continued from Page 438) 


on which I visited Shepperton in order 
to get the tank out of the way as soon 
as possible. 

Emmott explained that to match the 
consistently rugged mood of the film he 
was employing a fairly constant method 
of lighting. “I'm using 125 foot candles 
at £/4 almost throughout.” he told me. 
“and we're shooting on Ilford H.P.3.” 
The Mitchell camera was supplemented 
by three or four Arriflexes. 

To insure a correct match-up with the 
location footage, Emmott stepped up the 
lighting on the studio “exteriors.” He 
mentioned that Hughes and Setton had 
been very pleased with the results. 
claiming it was virtually impossible to 
tell the authentic location shots from the 
studio material. 

“The Long Haul” is shot for a 1.85:1 
ratio. Emmott, like most cameramen, is 
emphatic in his dislike of the current 
lack of ratio standardization, 

“Suppose you deliberately include the 
roof of a long building in an interior.” 
he said. “You can sweat half the day 
making sure you get the compositional 
effect you want, and when you see the 
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film at a local cinema, the projectionist 
has lopped your roof right off the 
screen!” 

Emmott has never worked in Cinema- 
Scope, and much prefers filming in 
black-and-white to color. He has been 
shooting since “With Cobham to the 
Cape” in 1925, and was the cameraman 
on John Grierson’s celebrated pioneer- 
ing documentary “Drifters” two years 
later. He spent ten years with Warners 
at Teddington. His recent films include 
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“Joe Macbeth,” “As Wicked As They 


Come” and “Town on Trial.” 
The many small interiors on “The 
Long Haul” have presented Emmott 


with a number of problems. I always 
follow the source light system of light- 
ing.” he told me. “A room is much 
better lit at night than it is at day. I 
just take that principle to its logical 
conclusion.” 

He pointed out the gaffer. “There's 
my right hand,” he said. “A gaffer like 
Bert is invaluable to a cameraman. If it 
wasn't for him and his way with the 
boys up top my job would be twice as 


dificult.” 





ASSIGNMENTS 


(Continued from Page 424) 


@ Winton Hocu, ASC, “The Missouri Trav- 
eler,” (Technicolor; C. V. Whitney Pictures, 
Inc.) with Brandon de Wilde, Lee Marvin 
and Mary Hosford. Jerry Hopper, director. 


@ J. Peveretn Mariry. ASC, “The Left 
Handed Gun,” with Paul Newman and Lita 
Milan. Arthur Penn, director. 


@ Ep Dupar, ASC, “Camay and Lux com- 
mercials. * Dav Monahan, director. 


@ H. F. Koenexamp, ASC, Jif Peanut Com- 
mercial. * Dave Monahan, director. 


@ Harotp Stine, ASC, “Cheyenne” * Tom 
Carr, director. 
@ Tep McCorp, ASC, “Sugarfoot” * Leslie 


Martinson, director. 


@ Joun Seitz, ASC, “The Deep Six,” (Jaguar 
Prod.) with Alan Ladd and Dianne Foster. 
Rudy Mate, director. 





LANGUAGE OF TAPE 


(Continued from Page 451) 


made by recording on one machine 
what another machine is playing. Tape 
recordings are easy to duplicate simply 
by re-recording and there is a mini- 
mum loss in quality from the original 
to the copy. 

*DYNAMIC MICROPHONE—High 
quality electromagnetic type microphone 
which employs a moving coil in a mag- 
netic field to produce varying voltages. 

DYNAMIC RANGE—The ratio be- 
tween the softest and loudest sounds a 
tape recorder or other device can re- 
produce, without undesirable distortion. 
Usually measured in db’s. 

EDITING—Selecting certain sections 
of a tape recording, or of a number of 
different tape recordings, then splicing 
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them together in the desired sequence. 
Magnetic tape is unsurpassed for editing 
purposes, since it can be easily cut and 
spliced. 

"ELECTROMAGNETIC TYPE MI- 
CROPHONE Microphone using an 
electromagnet to produce varying volt- SERVING THE WORLD OVER! 
ages. Includes ribbon or “velocity” mi- 
crophones, dynamic or “moving coil” 


type. and reluctance. or “moving vane’ 
U.S.A. 


type. 

ERASURE — Neutralizing the mag- 

netic pattern on tape by placing it in a CANADA THAILAND 
strong. magnetic field, thereby remov- 
ing the recorded sound from the tape. 
An “erase” head on the tape recorder AUTOMATIC FILM PROCESSORS 
does this automatically to any sound 
previously recorded on the tape just EL SALVADOR HAWAII 
before the tape reaches the “record” 
head. A permanent magnet can also be 
used to erase magnetic tape. 

EQ ALIZATION—FEither boosting or 
decreasing the intensity of the low. mid- Prompt delivery Prices start at 
dle or high tones of a recording during on all models. $895.00 
recording or playback or both. This 
compensation serves to correct any de- 
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*FEED REEL—Reel on the recorder New York 36, New York Milford, Connecticut 
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actness with which any sound is dupli- 
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cated or reproduced. Magnetic tape is 
generally regarded as the ultimate me- 
dium for high fidelity sound reproduc- 
tion. 

FLAT RESPONSE—The ability of a 
sound system to reproduce all tones— 
low and high—in their proper propor- 
tion. A high-fidelity sound system might 
be specified as having an essential flat re- 
sponse, plus or minus one db, from 30 
to 15,000 cycles per second, 

FLUTTER—Very short, rapid varia- 
tions in tape speed causing similar vari- 
ations in sound volume and pitch, not 
present in the original sound. A form 
of distortion. 

FREQUENCY RANGE—The range 
between the highest and lowest-pitched 
sounds which a tape recorder or other 
sound system can reproduce at an use- 
able output or volume level. 

FREQUENCY—The output level of 
a recorder or sound system over a given 
range of frequencies. A more specific 
term than “frequency range.” Usually 
in the form of a curve plotted on a 
chart. 

GAIN—The ratio between the input 
level of a piece of sound equipment. 
Gain is increased by means of an ampli- 
fier. 

GAP—The tiny distance between the 
poles of the recording head, measured 
in mils. The smaller the gap, the higher 
the frequency range of the tape recorder 
can be. 

HEAD—The ring-shaped electromag- 
net across which the tape is drawn, and 
which magnetizes the iron oxide-coated 
tape in a series of patterns. Most tape 
recorders employ a combination record- 
playback head and also an erase head. 
Some professional machines also employ 
a monitor head for listening to the re- 
corded sound a split second after it has 
been put on the tape. 

*HEAD ALIGNMENT — Positioning 
of the record- play back head on a tape 
recorder so that its gap is exactly per- 
pendicular to the path of travel of the 
tape. Head misalignment causes loss of 
high frequencies upon playback. Special 
head alignment testing tapes are avail- 
able. 

*HEAD DEMAGNETIZER - 
to eliminate any magnetism 
and retained in a recording head. 


Device 
built up 
Some 


tape recorders feature automatic head 
demagnetization. 

*/MPEDANCE—A rating in ohms of 
the input and output of any electrical 
component, generally referred to either 
as “high” or “low” impedance. Im- 
portance is that, in connecting any two 
components, the output and input im- 
pedances must match. Most home tape 
recorders use a high impedance micro- 
phone and require a relatively short, 
shielded connecting cable. Low imped- 
ance microphones used on professional 
recorders can use much longer cables 
with no loss in high frequencies. 

*7.P.S.—Abbreviation for tape speed 
in inches-per-second. 

*JACK—Receptacle for a plug con- 
nector leading to the input or output cir- 
cuit of a tape recorder or other piece of 
equipment. 

LEVEL INDICATOR—A device on 
the tape recorder to indicate the level 
at which the recording is being made, 
and which serves as a warning against 
under-recording or over-recording. It 
may be a neon bulb, a “magic eye.” or 
a VU meter. 

*MIXER—Device by which signals 
from two or more microphones can be 
fed simultaneously into a tape recorder 
at the proper level and balance. 

*MONAURAL RECORDER—Stand- 
ard type tape recorder which uses a 
single-channel system consisting of one 
microphone, amplifier and _ recording 
head (as opposed to a binaural or stere- 
ophonic recorder). 

*MONITOR HEAD—Adaitional play- 
back head featured on some tape re- 
corders making it possible to listen to 
the material off the tape while the re- 
cording is being made. 

MOTOR BOARD — Also called tape 
transport mechanism. The platform, or 
assembly, of a tape recorder on which 
the motor (or motors), the reels, the 
heads and the controls are mounted. It 
includes those parts of the recorder 
other than the amplifier, pre-amplifier, 
loudspeaker and case. 

*NARTB CURVE — Standard play- 
back equalization curve set by National 
Association of Radio and _ Television 
Broadcasters. 

OUTPUT—An electrical voltage com- 
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PRECISION’ SOUND READERS 





your guarantee of the finest in sound editing equipment 


Complete 
Sound 
Reader 
Guide 
Free 

on 
Request 


Look 


Magnetic Sound Attachment for Moviola Synchronizer 


Complete units feature magnetic head mount, All amplifiers are safely fused, operate on 





Sound Attachment with Amplifier 


Attachment for Neumade Sinchronizer, 





for tpn cable - —— = > Seine volts, 60 cycle AC. complete with amplifier............. $129.50 Net 

. igh-gain amplifier e agnetic ea ; Magnetic Head only.......... i 77.00 Net 

this Mount features adjustments for track loca- ong for Moviola + ae oe Amelifier oR EES 52.50 Net 
d k tions, (in and out movement), and magnetic Pete with amplifier... $127.50 Net 
tra emar film and tape thickness. Amplifiers feature Magnetic Head only..................-.. 75.00 Net 
4-watt power output, heavy-duty Alnico vAttachment for HFC Synchronizer, complete 
el speakers, pilot light, 6 foot heavy dutywith amplifier ....0.................... $127.50 Net 

= line cord. Magnetic Head only................. 75.00 Net WRITE FOR LITERATURE 





All Prices F.O.B. Factory, Brooklyn, N. Y. 


1037 UTICA AVENUE 





= Designers and Manufacturers of Equipment for the Motion Picture and Television Industries 


=e wt oi ejb -j [eo] Be y.\-fe]. 7-yWae) ii a 


BROOKLYN 3, N. Y. 








ing from an amplifier and normally fed 
into a loudspeaker. 

OXIDE—Microscopically small parti- 
cles of ferric oxide dispersed in a liquid 
binder and coated on a tape backing. 
Red oxide used on “Scotch” No. 111 
magnetic tape is most common, although 
“Scotch No, 120 “High Output” mag- 
netic tape employe a dark green oxide. 
These oxides are magnetically “hard” 

that is, once magnetized, they remain 
magnetized permanently, unless they are 
demagnetized by exposure to a strong 
magnetic field. 

PATCH CORD — Sometimes called 
“attachment cord.” A short cord, or 
cable, with a plug on either end (or 
with a pair of clips on one end) for 
conveniently connecting two pieces of 
sound equipment such as a phonograph 


and tape recorder, an amplifier and 
speaker, etc. Not used for 110 volt cur- 
rent. 


*PLAYBACK HEAD—Magnetic head 
used to pick up signal off a tape. Often 
same head as used for recording, bu4y 
with circuitry changed by means of 
switch. 

*PLUG—Circuit 
inse rted into a jack. 

“PM SPEAKER—Loudspeaker using 
a permanent magnet in its voice coil. 
POLYESTER BACKING Plastic 


film backing for magnetic tape used for 


connector which is 


special purposes where strength and re- 
sistance to humidity change are impor- 
tant. “Scotch” brand magnetic 
Nos, 111AM and 120AM and “Weather 
Balanced” No. 150 employ polyester film 
backings. 

*PORTABLE RECORDER— Usually 
any type recorder designed to be easily 
moved or carried about, but in most 
cases requiring an A.C, power supply. 
Some portable recorders, however, are 
self powered and use batteries or a 
spring motor; hence are completely 
portable. 


POWER AMPLIFIER—An amplifier | 


designed to operate a loudspeaker. 

POWER CORD—Cord for connecting 
the tape recorder to 110 volt A.C. cur- 
rent. 

PRE-AMPLIFIER—An amplifier that 
raises extremely weak signal levels such 
as those from a microphone, magnetic 
playback head, or a phonograph pickup 
to a level usable by the power amplifier. 
Some tape recorders combine the pre- 
amp and the power amplifier. Others— 
especially the tape recorders designed 
for use in high fidelity music systems— 
feature a separate pre-amplifier. 
cases, the pre-amp includes an 
equalization circuit. In addition, the 
bias oscillator (necessary to record on 
tape) is often mounted in a unit with 
the pre-amp. 
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SENSATIONAL NEW 


Movie-Mite 
Sioft 20704 






@ Theater Quality 
16mm Sound Projector 
@ Easiest to Use 
®@ Lowest in Cost 
® Lightest in Weight 
@ 50,000 Users 
Can't Be Wrong 


Complete $298.50 


re HARWALD co. 


1216 Chicago Ave., Evanston, Ill. « Ph.: DA 8-7070 





Pe FAP TERS, 
In World-Wide Use 


Produce moonlight and night effects 
in daytime «fog scenes « diffused focus 
and many other effects. 

Information mailed on request. 
SCHEIBE FILTERS COMPANY 
ORIGINATORS OF EFFECT FILTERS 
P.O. Box 46834, Hollywood, Calif. 
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VUUUATALADE EU TADAGEU AULA 


“like adding a olach sense... 
PAR ACCESSORIES ADD VERSATILITY te — 
Cine Special, K-100, Bolex H-16, Bell & Howell 70 
series, 200-TA & N-9 Cameras; Bell & Howell, 

Houston & Depue Printers. 
Also optical engineering, devices & systems. 


PAR Products Corp. 


602 E. Colorado Ave. . Santa Monica, Calif. 
mM ii mm 
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PROFESSIONAL 
CINE PRODUCTS 


Custom converts your Auricon Cine-Voice to a 
fine camera that will handle 400 feet of film 
with perfect jam-free operation. Includes ac- 
curate footage counter, filter slot and hold- 
ers, phone jack in camera and complete re- 
finishing . . . Quick service . . . Finest 
workmanship . . . Contact one of the follow- 
ing dealers: 


Bass Camera Co., Chicago: Skinner, Hirsch & 
Kaye, San Francisco; Florman & Babb, N.Y.C 
Harold's, Sioux Falls, $.D.; Photo Sound Sales 
Lubbock, Texas; Southwest Film Lab., Dallas 
Texas, or write direct to 
GORDON YODER 
PROFESSIONAL CINE PRODUCTS 
6055 Ridgecrest Rd., Dallas, Texas 

We give immediate service on Auricon & 


Filmo repairs. We add a critical focuser to 
any turret Cine-Voice. 














U. S. Registered Trademark 


HANDY DISK COMPUTER GIVES 
READY ANSWERS TO FILM PROBLEMS 
At a glance gives an- 
swers to such questions 
as: What is screening 
time _ for 1émm_—s or 
35mm film of a given 
length? How long must 
a film be to screen for 
a certain period of 
time, frame count? etc 
A MUST FOR EVERY- 
ONE WHO MAKES MO.- 
TION PICTURES. 
$2.00 Prepaid 
(Delivered in U.S.A.) 
At your dealer, or write— 
READY-EDDY, Sandy Hook, Conn. 












MOVIE FANS 
















8mm and 16mm 
DUPLICATES 


16mm REDUCED TO 8mm 
8mm ENLARGED TO 16mm 





COLOR . e ft. REVERSAL 
, PROCESSING 
Baw . ; 4e ft. i6mm x 100 ft....$1.00 


' aa 
(Min. Order $3.50) — ee oe 
MAIL ORDER ONLY © FAST SERVICE 


COMET FILM SERVICE 


P.O. BOX 447, Great Neck, New York 
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= Reversal specialists for over a decade. ". 
Our long experience insures superior quality. on 
- Electronically controlled machines keep tem- *.° 
a perature constant within .2 of one degree. ". 
. National "Brilliantone’ Cine prints are the fines? nece 
- @ ailable. Write for free catalogue. one 
. CONTACT PRINTING 8 & W DUPLICATING none 
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PRESSURE PADS 
ed on spring-brass arms which hold the 
magnetic tape in close contact with the 
heads on some recording machines. 


PRESSURE ROLLER — Also called 


Felt pads mount- 


“capstan idler” or “puck.” A rubber- 
tired roller which holds the magnetic 
tape tight against the capstan by means 
of spring pressure to insure constant 
tape speed and prevent slippage. 

PRINT THROUGH—Transfer of the 
magnetic field from layer to layer of 
tape on the reel. 

*QUICK-STOP CONTROL— Feature 
of some tape recorders making it possi- 
ble to stop the movement of the tape 
temporarily without switching the ma- 
chine off “play” or “record” position. 
Essential for a tape recorder used for 
dictation. 

RAW TAPE—A term sometimes used 
to describe tape that has not been re- 
corded, Also called “virgin” tape, or 
“blank” tape, 

RECORDED T APE—A recording on 
tape that is commercially available. Also 
called a “pre-recorded” tape, or—in the 
case of music—‘‘music on tape.” Some- 
times. however, any tape that has been 
recorded—whether commercially avail- 
able or not—is called a recorded tape. 

RECORDING NOISE—Noise induced 
by the amplifier and other components 
of the recorder. High quality magnetic 
tape itself is inherently noise-free. 

*RELUCTANCE MICROPHONE — 
Inexpensive electromagnetic type micro- 
phone supplied with many tape record- 
ers which is extremely rugged and dur- 
able but generally not as high quality 
as crystal or ceramic types. Employs a 
metal “wand” which moves in a mag- 
netic field to produce varying voltages. 

*REWIND CONTROL — Button or 
lever for rapidly rewinding tape from 
the take-up reel to the feed reel. 

SELF-POWERED RECORDER — 
Tape recorder containing its own power 
supply. either a combination of wet and 
dry cells to power the unit, or dry cells 
in conjunction with a spring-driven mo- 
tor. 

SIGNAL-TO-NOISE RATIO—The ra- 
tio between the loudest, undistorted tone 
recorded and reproduced by a recorder 
and the noise induced by the recording 
system itself. Normally measured in 
db’s. 

SINGLE-TRACK RECORDER — A 
tape recorder which records only one 
track on the tape. Usually a full-track 
recording head is used which covers the 
full width of the 14-inch tape although 
some machines use a narrower, half- 
track recording head which records a 
single track down the middle of the tape. 
Output of a full-track recording is theo- 
retically double that of a half-track re- 
cording, although actually the output is 

only slightly greater because of im- 
proved half-track head design. 
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*SPLICING BLOCK—Metal or plas- 
tic device incorporating a groove in 
which ends of tape to be spliced are in- 
serted. An additional diagonal groove 
provides a path for razor blade to fol- 
low in cutting the tape. Makes splices 
very accurately using narrow-width 
7/32” splicing tape. 

SPLICING TAPE—A special, pres- 
sure-sensitive, non-magnetic tape used 
for splicing magnetic tape. Its “hard” 
adhesive will not ooze and consequently 
will not gum up the recording head, or 
cause adjacent layers of tape on the 
reel to stick together. (“Scotch” splic- 
ing tape No. 41 is an example. Cello- 
phane tape should not be used.) 

*STACKED HEADS — Arrangement 
of recording heads used for stereo- 
phonic sound where the two heads are 

located directly in line, one above the 
other. 

*STAGGERED HEADS Arrange- 
ment of recording heads used for stereo- 
phonic sound where the heads are lo- 
cated 1-7/32” apart. Stereo tapes re- 
corded using staggered heads cannot be 
played on recorders using stacked heads, 
or vice versa. 

*STEREOPHONIC SOUND — “Di- 
mensional” or “directional” sound re- 
production achieved through use of two 
or more sound tracks, or channels, 
heard simultaneously through — loud- 
speakers arranged in the same relative 
positions as were the microphones dur- 
ing the recording. In practice two chan- 
nels are used, one on each track of a 
standard tape, with a recording head 
for each channel. Differs from binaural 
sound reproduction in microphone place- 
ment during recording and in using 
loudspeakers rather than headphones 
(required for binaural sound). 

*TAKE-UP REEL—Reel on the tape 
recorder which accumulates the tape as 
it is recorded and played. 

*TAPE CARTRIDGE — “Magazine” 
or holder for a length of magnetic tape 
which can be slipped into a tape re- 
corder and played without threading up. 
Usually the tape is an endless loop feed- 
ing out from the center and back onto 
the roll on the outside. Some cartridges 
employ two reels, one atop the other. 
but must be turned over at the end of 
the tape. 

*TAPE DECK—Tape recorder de- 
signed for use in a high fidelity music 
system. Usually consists only of motor- 
board mechanism and does not include 
pre-amplifier, power amplifier, speaker 
or case, 

TAPE GUIDES — Grooved pins of 
non-magnetic material mounted at either 

side of the recording head assembly to 
position the magnetic tape on the head 
as it is being recorded or played. 

TAPE LOOP—A length of magnetic 
tape with the ends joined together to 

(Continued on Page 472) 
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CLASSIFIED 


RATES: Ads set in lightface type, 10¢ per word; minimum ad, $1.00. 
Text set in lightface capital letters ‘except Ist word and advertiser's 
name) 15c per word. Modified display format (text set in boldface 


type, capitals or upper-and-lower case) 90c per line. Send copy with 


ADVERTISING 


remittance to cover payment to Editorial Office, American Cinematog- 
rapher, 1782 No. Orange Drive, Hollywood 28, Calif. Forms close 15th 
of month preceding date of issue. No discount on Classified Advertising. 








STUDIO & PRODN. EQUIP. 


STUDIO & PRODN. EQUIP. 


STUDIO & PRODUCTION EQUIPMENT 





MORE 35MM SPECIALS FROM OUR VARIED STOCK 
HOUSTON 35mm N-! PROCESSORS, negative/ 
positive. Include refrigeration, recirculation, 
airpump, temperature control. Speeds to 
1200°' per hour. Gov't paid $8,000.00. 
Like New, $2,995.00; Reconditioned 


$1,995.00: Used $1,495.00 
MITCHELL 110-V AC/DC WILD MOTOR w 
tachometer. $525.00 originally 349.50 


MOVIOLAS WITH 3” MAGNIFIED PICTURE, 
automatic take-ups, fine condition. (Add 


$125.00 for 3%,”x4” viewing screen) 289.00 
CECO BALANCED TV TRIPOD HEADS, $425.00 
value. like new 239.00 
FEARLESS GEAR HEAD, 2 speed with wedge |,025.00 
MITCHELL NC RABY BLIMP, w/follow focus, 
recond 995.00 
NEW MAGNETIC PLAYBACK UNIT for Film 
Phonographs, w/preamplifier, transformer 
and mtg. bracket ; 575.00 
DEPUE AUTOMATIC LIGHT CONTROLS—al 
most 7/; off price. Twin 75 scene 695.00 
CAMERAFLEX (CINEFLEX) 200’ Magazines. 
(Convertible to Arriflex) 19.50 
RCA PHOTOPHONE OPTICAL RECORDING Sys 
tems, complete with mixer, amplifier, 2 
1000’ magazines; syncmotors; mike, cables 
& cases. Rebuilt, from 5,375.00 
NEW CL-2 NEUMADE 35mm CLEANING MA- 
CHINES—2000’ capacity. $425.00 regularly 
SURPLUS 295.00 
(for conversion to 16/35mm add $50) 
MITCHELL 35mm SINGLE SYSTEM CAMERA 
compi. w/RCA_ galvanometer; 4 Baltar 
lenses. viewfinder; motor; mattbox: sun- 
shade; 2 mogazines; tripod. $15,000.00 
value. Reconditioned 6,995.00 
FAMOUS VISTARAMA ANAMORPHIC LENSES 
for Mitchell, Arriflex, etc. $5,000.00 value, 
make Cinemascope compatible pictures 1,000.00 
NEW ACE FILM SPLICERS—non-magnetic, butt 
or lap, all sizes. 8/16/35/70mm. Deluxe 
Model, $69.50; Std. Model 59.50 


TRADES TAKEN Phone PL 7-0440 Cable: SOSOUND 
S.0.$. CINEMA SUPPLY CORPORATION 
602 W. 52nd Street, New York 19—Dept. fc 
Western Branch—6331 Holly'd Blvd., Holly'd, Calif 
Phone HO 7-2124 
CINE special 200 ft 
1235 and 200-1273. Like new 
VERNON FISHER, 206 Fairmont Rd., 


magazines (Two) serial 3200- 
$275.00 each. 
Smyrna, Ga. 
TO BE SOLD TO HIGHEST BIDDER—B&H 70-H ‘Neo 
camera, 2-400’ magazines, 2 Wollensak lenses 
(17mm and 1”}, object. finders, 3-lens turret, carry- 
ing case assorted accessories, 12-V Wild DC 
motor, new rectifier to convert to AC. 1 Camera 


Mart coll. mike boom, excellent condition. Will 
sacrifice. ACADEMY FILM PRODUCTIONS 123 W. 
Chestnut St., Chicago 10 
AURICON Il6mm Cinevoice, complete outfit, like new 
sync motor, turret, DC to AC converter, Weston 
meter Professional Junior tripod, one and two- 
inch lenses. New guarantee on camera. $675.00, 


cost over $1,100.00. CAL WILLIAMS, 2521 F Street, 
Bakersfield, Calif 


OVER 200 B&H 35MM EYEMOS SOLD AT AUCTION 
BUY YOURS HERE AT THE RIGHT PRICE—75°% OFF LIST 
Guaranteed Perfect Performance—NOT Sold As Is 
Bell & Howell Eyemo Q with 3 lens spider 
turret, magazine opening and motor mount 

2” B&H lens, 400’ magazine and drum type 


finder -$295.00 
Trunks (Model A) for camera. lenses, etc 14.95 
Trunks (Model B) for camera, mags, lenses, etc. 29.50 
B&H 400’ Magazines plastic $29.50; metal 59.50 
Trunks for 2 magazines 14.95 
Eyemo Motors 12, 24 or 115 volt. From 55.00 
B&H Eyemo Q with 3 lens spider turret, maga 

zine opening & motor mount, 3 lenses, motor 

& cable, 2 magazines, positive finder with 

objectives and trunk. ONLY 495.00 


TRADES TAKEN Phone PL 7-0440 Cable: SOSOUND 
S.0.S. CINEMA SUPPLY CORPORATION 
602 W. 52nd Street, New York 19—Dept. fe 


Western Branch—6331 Holly'd Blvd., Holly'd, Calif 
Phone HO 7-2124 


MAGNASYNC RECORDER SW602, like new, $960.00. 
CINEMA ENGINEERING DEGAUSSER, like new, 
$55.00. RICHARD A. PETERSON, 2828 S.W. 46 Ter 
race, Oklahoma City, Okla 


OUR 28th YEAR %& %& % %& SUPPLYING EVERYTHING 


PHOTOGRAPHIC AND CINEMATIC 
35mm DEBRIE CAMERA MODEL L/E featur- 
ing 1—28mm Schneider lens, 1—5Omm 
lens, Pilot Registration Pins, Direct focusing 
on ground glass, 6—400’ magazines, DeBrie 
gearhead tripod. Matte box, stop motion 
motor. Value $2355.00 ........... . .... 1250.00 
ART REEVES SENSITESTER ‘Woke 
$2,000.00 Special . 1150.00 


B & H 16mm FILMO CAMERA “Model 70-DA 
with 17mm 2.7 Wollensak, 1” f1.5 Dal- 
meyer, 2” 2.8 Schneider. 3” f4 B & H 
Teletar, and 6” {f4.5 Telephoto Xenar 
Lenses; 2-400’ Magazines; Motor; Wells 
Semi-Professional Tripod; Carrying Case. 
Vee SU BIG. SOI ccccsccccsscceseccenisreensee 1150.00 
1 BRUNT-MYER BLIMP for Cine Specic' 
camera, + one or two 110 volt, synchron- 
ous motor, Astro erect-image viewfinder, 
follow focus gears. Value $990.00. Special 
NEW IMPROVED 11 x 14 CLAPSTICK scene 
numbering slate, w/handle.................------- 6.95 
35MM. GRAFLEX IDENTIFICATION UNIT 
COMPLETE—!I.D. camera w/100 ft. maga- 
zine, stand w/lights & built-in mumber- 


ews, 


ing device. VALUE $595.00.................---.--0++ 285.00 
35mm B & H SINGLE SYSTEM SOUND CAM- 

ERA. Lenses: 40mm, 50mm, 75mm, 125mm. 

Modulite galvanometer, amplifier, motor, 

Tachometer. 2-1000’ magazines, Tripod 

with Freehand, quick release legs, carry- 

ing cases Guaranteed 2,900.00 


SCHOEN PRINTER, sound and silent, color 
B & W. Features: 16mm picture & sound 
together, film capacity 1600 feet, 50’ per 
minute; 12 adjustable light changes; AC-DC 
conversion unit. New 899.00 
35mm DUPLEX PRINTER Adapted for sound 
track, excellent for duping. Academy Aper- 
ture. Speed 250 pictures per minute per 
side. Two light change boards, 18 different 
lights each side, 21 scenes. Motor 110 V, 








perfect mechanical condition ..... 675.00 
MOLE RICHARDSON 2000 Spot, rolling stand 

and Lamp BOOM. Rolling stand. Special.. 195.00 
B & H 12V or 24V EYEMO & FILMO MO- 

TORS. New. Value 142.00................ceccccccsese 95.00 
MOLE RICHARDSON 2000w Spot, rolling stand 95.00 
ENLARGERS, EXCELLENT CONDITION, EL- 

WOOD. Auto focus, lens and stand. Size 

Or 235.00 

Size 8x10 350.00 
16mm Sound Cameras. Auricon Pro Jr. 200 

ft. magazine capacity. Also Cine Voice 100 

ft. magazine. Garantee BIG saving. 
35mm 400 ft. Cineflex magazines. Arriflex 

adaptable. Value $165.00. Price... ‘ 100.00 
Olsen 5 KW 14” fresnell. Heavy duty ‘stand 

with rotating barn doors. Color frame. 

ae ee 365.00 


SPECIALIZING IN MOVIE AND TELEVISION SUPPLIES, 
TRIPODS, SYNCHRONIZERS, 16mm SOUND CAMERAS 
lights, lenses, mikes, booms, dollies, motors, etc. 
New—Used. Reasonable prices. Cash for used equip- 
ment. Trades taken. 
HOLLYWOOD CAMERA EXCHANGE, LTD. 
1600 CAHUENGA BVLD., HOLLYWOOD 28, CALIF. 


EQUIPMENT SALE 
Our Sound Stage is being closed to make room for 
expanded sound recording facilities for producers. 
The following list is only a small part of the 
equipment that is available. Items will be priced 
on a negotiated basis. 
Cameras: Cine Specials 
cialists; Auricon Super 
16mm Maurers 
Matched sets of Ektar and Cooke lenses; zoom lens. 
MR mike boom. Exposure meters. Mitchell finder. 


lémm Bell & Howell Spe- 
1200 Pros, silent and sound; 


Matte boxes Blimps. Tricycle dollies. Tripods. 
Camera motors. Speed Graphic still camera. 
Lights: MR 2000W spots and stands. MR double 


broads. 750W spots. Colortran sets. Bulbs. Cables, 
boxes, break-ups. Rotary converter. AC generator. 

Telaskool prompter. Flats, scenery, props 

Sound Equipment: 35mm Simplex optical dummies. 
Reeves PV 100 16mm magnetic recorders and mix- 
ers. Speakers, mikes, racks, amplifiers. 

Laboratory Equipment: Fonda positive-negative de- 
veloping machine 

Carlson reduction printer. 

Hundreds of other items. Write for mimeographed list 
or phone FEderal 3-4000 for further information 
and prices 

BYRON, INC. 
1226 Wisconsin Avenue 
Washington 7, D. C. 


SUMMER CLEARANCE—REDUCED PRICES 
USED EQUIPMENT 
10 M-R Sr. Spots compl. with stands, new 
cond., each ....- 200.00 
35mm Exakta Model VX Camera, 50mm F/I. 9 
Schneider lens, auto. diaphragm, eye lev. 


focus (new demo.) . 250.00 
Auto Rolleiflex Camera F/3.5 Schneider built- 

in sync. . 150.00 
Combination Matte. Box, filter holder and sun- 

shade for Cine-Spec. or Bolex (new) . 20.00 


4x5 Graphic View with Lens and Case, nearly 
new pinniapdieicuan 150.00 


4x5 Pacemaker Graphic, case, WA lens and 


access. Ex. cond, a mies 235.00 
| Ultrablitz Strobe Light, Mod. 11-S Reporter, 

exten. light, booster and model light. New 

demon. Hesssthabiadcn 160.00 
Pro-Jr. Tripod ‘with Friction Head .. 100.00 
35mm Contact Printer for Slide & Strip. Prod. 40.00 


16-35mm Morse Movie Processing Tank (new) 25.00 
16mm Arriflex Camera, Model B case, bat- 
teries, filter kit, 16mm F/1.9 Xenon, 25mm 





F/1.5 Xenon, 50mm F/2 Xenon lenses.... 1,695.00 
16mm Cine Special || Camera, Par 4 lens 
turret, eye level focuser, sync. motor Yolo 
fader, 1” F/1.5 TTH lens, 200 ft. film 
chamber, custom case. Barney cover for 
blimping siesintising aennwee wee Fe 
lémm Auricon Pro Single. System, “Sound 
Camera, adapted for kinescoping, 3 lens 
turret, 1” F/1.9 Eastman lens, case - 935.00 
B&H 202 BR-1 16mm Sound Proj. with 15” 
a ee eee eee 495.00 
B&H Companion 8mm Camera, Fy ‘2.7 lens 
NE GRID. esssiscteséxinnainisiassniasimnninseasninimmmengeaennie 45.00 
1000 Watt Golde ‘Spotlight and Snoot ............ 29.00 
Kern Switar 50mm F/1.4 Lens ...........ccccceeeeeee 105.00 
2.8” T/2.5 Cooke Panchrotal Telephoto Lens 100.00 
4” F/2.7 Elgeet Telephoto Lens ...................+. 55.00 
13mm F/1.5 Elgeet Wide Angle LEMS eecconn-s 55.00 
102mm F/2.7 Ektar Telephoto Lens ................ 75.00 
152mm F/4.0 Ektar Telephoto Lens ................ 85.00 
2” F/1.4 Cooke Ivotal Lens ............ 89.00 
Pan Cinor Zoom Lens 20 to 60mm and case.. 175.00 
B&H Viewfinder Objectives to match above 
lenses, each i sisal 5.00 
GE PR-1 Meter and Cas ssihaiadiins 15.00 
B&H 16mm Editor, A ea & 2000 ft. Rewinds 89.50 
Schoen Four-Gang 16mm Synchronizer ......... 110.00 


All equipment guaranteed and offered on 7-day 
inspection and money refund trial period. No 
COD's. Send check or money order. Trades ac- 
cepted. We buy used equipment. 

WEBSTER VISUAL SALES COMPANY 

33? Vine Street, Chattencege, Tenn. 


FOR SALE 
Used late model MAURER cameras and recorders. 
Economically priced. Write for details. 
CAMERA EQUIPMENT COMPANY, INC. 
315 West 43rd _ Street, New York 36, New York. 


FILM “PROCESSING MACHINERY 
Rebuilt trade-ins, demonstrators, etc. Black-and-white 
and color. All makes. Low prices. Send for lists. 
FILMLINE CORPORATION, Erna Street, Milford, 
Conn. 











BALTAR lenses coated in Mitchell mounts. Guaranteed 
perfect. Almost new. 1/3 off list. Write Box 1249, 
AMERICAN CINEMATOGRAPHER. 

CINE Special Series 1. Perfect. 1"" lens. "$400.00. 
Write Box 1250, AMERICAN CINEMATOGRAPHER. 

PRECISION Moanetic Meads for Engineers 

ase - Record - Playback 
STANCIL. HOFFMAN CORPORATION 

921 North Hichland Avenue 

Hollywood 38, California 











Industry 


MITCHELL BLIMP, 16mm with extra cam plates, cost 
$1,500.00, sell for $1,000.00. Mitchell 16mm tripod 
and friction head, cost $450.00, sell for $350.00 
Holywood Senior 16mm picture and sound printer, 
50’ per minute, only $475.00. Rangertone 1,” sync- 
pulse tape recorder, cost $5,000.00, sell for 
$1,500.00. Neumade 16mm 4-gang synchronizer with 
frame and footage counter, only $80.00. 3-Cine 
Special 100’ chambers converted to use 400’ Mitchell 
magazines; complete with magazines, $350.00 each 
or $900.00 for al! three 16mm ‘'C’’ mount lenses, 
13mm _ Elgeet F/i.5, Cooke 150mm F/4.5, Kodak 
150mm F/4.5, $50.00 each. Everything in excellent 
condition. SPORTSREEL PRODUCTIONS, 1114 Carlton 
Street, Berkeley 2, California. Phone: 
3-9662. 


THornwall 
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Classified Ads 
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STUDIO & PRODUCTION EQUIPMENT 





16MM PRODUCERS—LOOK AT THESE VALUES! 
RCA 400 OPTICAL/MAGNETIC l6mm Sound 


Projector, separate speaker, automatic cord 
reel, $900.00 value 495.00 
B&H FILMORAMA Cinemascope type lens for 
Cine Special |i with all projector at- 
tachments, $750.00 value 395.00 
B&H Model J 16mm PRINTER w/Hi Intensity 
Light, like new 3,275.00 
NEW E-Z 8/16 FILM SPLICERS, non-magetic, 
butt splice 34.95 
NEW TORQUE MOTORS for take ups 55.00 
DURALUMINUM BLIMPS, SPONGE-LINED for 
1200’ Maurer or other cameras with ver- 
tical mounted motor. |.D. 18'/,”x10%”x 
25,” high. Closeout 295.00 
MAURER MODEL E RECORDING SYSTEM, In- 
cludes Type 10 Recorder; V.D. galvanom 
eter; 400’ magazine; 4 pos. mixer; am- 
plifier; noise reduction; power supply; volt- 
age regulator, cables and cases. $10,500 
value . 5,995.00 
BEAUTIFUL MAURER O5 CAMERA, 2 mags, 
2 motors, viewfinder, sunshade, trunk 2,495.00 
DOLLY TRACK with connectors, 5’-10’-15’ 
lengths, per ft = 4.95 
With self-leveling screws, per ft. . 5.95 
NEW AURICON CINEVOICE turret sound cam- 
era with 400’ magazine conversion. In 
cludes extra zoom lens door; amplifier 
mike, etc. Democtrator, $1,300.00 value. 
REDUCED FOR CLEARANCE 795.00 
HALF PRICE SALE NEUMADE STORAGE 
RACKS & CABINETS 
Used MM-102 Cabinets hold 100-400’ reels 99.50 
Used MM-184 Cabinets hold 200-400’ reels 149.50 
New RK-102 Racks, hold 200-400’ reels 87.50 
AMERICAN CINEMATOGRAPHER HANDBOOKS, 
8th Edition, Y% Price 7 : 2.50 
NEW MOVIOLAS, l6mm PICTURE ONLY, 
reduced . 395.00 
WESTERN ELECTRIC ay CARDIOID Micro- 
phones, $236.00 v 169.50 
FILMLINE R REVERSAL. PROCESSOR with 400’ 
and 1200’ Magazine, Recirculating Pump 
Drain Pump. $2,800.00 value 1,895.00 


HOUSTON RUBBER SQUEEGEES, soft, pliable 
wiper blades, for 16 or 35mm processors 
or cleaners. Per dozen $1.50; per 100 . 9.00 
CLEAR PLASTIC WATER FILTER with renew- 
able cartridge for processors, $50.00 value 
New ; 27.50 


TRADES TAKEN Phone PL 7-0440 ‘Cable: SOSOUND 
$.0.S. CINEMA SUPPLY i 
602 W. 52nd Street, New York 19—Dept. 
Western Branch—6331 Holly’d Blvd., Holly'd, Calit 
Phone HO 7-2124 
NEED cash. Cine Kodak Special ul, “with two 100’ 
magazines, four ‘‘KTAR’’ lenses: 25mm f/1. 4, 40mm 
f/1.6, 63mm £/2.0, 102mm f/2.7, also Bell & 
Howell “‘Cinerama’’ anamorphic lens and mounting 
brackets. All in excellent condition. Just recently 
inspected and adiusted at the factory. Fully quar- 
anteed Valve $2,750.00, will sell for $995.00 de- 


livered to you. CARL E. HOUSTON, 613 Jones 
Building, Seattle. Washington, Telephone Seattle 
Elliott 2412 





WANTED 





OuR on tars ie BANK IN NEW —— 
E BUY * SWAP * SELL * CONSIG 
AND we LL GET YOU MORE THAN ANYONE ELSE 


meras, Dollies, Lenses, Lights, 
Moviolas, Printers, Recorders, 
Studio or Laboratory Equipment 


you don't need. 
WE ALSO TAKE CONSIGNMENTS. 
SET YOUR OWN PRICE—WE'LL 
GET IT. 
Telegrams-WUX New York, 
Phone PL 7-0440 
$.0.S. CINEMA SUPPLY CORPORATION 
Dept. Cable: SOSOUND 
602 W. 52nd Street New York 19, N. Y. 
Western Branch—6331 Hollywood Bivd. 
Hollywood, Calif., Phone HO 7-2124 
TELEVISION producers needs 16mm film any subject 
JAMES DUBOIS, 6855 Colbath, Van Nuys, Calif. 


WANTED TO BUY FOR CASH 
CAMERAS AND ACCESSORIES 
MITCHELL, B & H, EYEMO, DEBRIE, AKELEY ALSO 
LABORATORY AND CUTTING ROOM EQUIPMENT 
CAMERA EQUIPMENT COMPANY INC. 
315 WEST 43RD STREET, NEW YORK 36, N. Y 
_CABLE: CINEQUIP — 


“TRY Fae | LAST 
FOR THE HIGHEST QUOTE ON 
USED MOVIE EQUIPMENT 
FLORMAN & BABB 
68 W. 45th ST., N. Y. 36, N. Y. 


WHY SACRIFICE 
your production and struggle with old or used 
equipment when we can trade for cash or new equip- 
ment. Let us know what you have and what you need. 
THE CAMERA MART, INC. 

1845 Broadway Plaza 7-6977 New York 23, N.Y. 
Mitchell — pour — B & H — Wali — Eyemo 
Cameras — Lenses — Eauvioment 
NATIONAL CINE EQUIPMENT, INC. 

209 West 48th St. New York. N.Y 











ASSIGNMENTS WANTED 





JAPAN, KOREA, OKINAWA, FORMOSA, & FAR-EAST, 
16-35 NEWS, DOCUMENTARY, PRODUCTION WORK. 
THE MOST EXPERIENCED & CAPABLE NEWSREEL 
TEAM IN ENTIRE FAR-EAST WITH U. S. DEPT. OF 
DEFENSE ACCREDITATION: ZENIER BROS. TV NEWS 





PRODUCTIONS, 385 2-CHOME, SENDAGAYA. SHI- 
BUYA-KU, TOKYO, JAPAN. CABLE ADDRESS: 
ZENIER TOKYO. 

FILM ASSIGNMENTS New York area. Scenic, stock 


shots, newsreels, industrials, featurettes creatively 
filmed to your specifications. ACORN FILMS, 168 
W. 46th St., N. Y. C. Call Judson 6-2272. 


EUROPEAN COVERAGE all countries. Stock shots avail- 
able. 20 years experience, see International Alma- 
nac. JOHN BYRD, 27, Arthur Road, London, S.W. 
19, England. 








AURICON Pro single system sound camera, Auto pa- 
rallax viewfinder, Auricon amplifier, carrying case, 
$850.00. RADER FILM PRODUCTIONS, 647 Main 
Street, Hartford, Connecticut 

BRIDGAMATIC IR. negative develesina machine. Ab- 
solutely new condition. Used two weeks on test job. 
Also, Graham variable speed transmission, never 
used $1, 400.00 value. Best cash offer. DEL ANKERS, 
__2424 G NW, Washington, SS. 


16MM “HOUSTON. K-1A 





developing machines. 
For reversal or positive film. Complete with re- 
frigerator units, temp controls, condensors, etc. 
BRAND-NEW, prices reduced. Also all STAINLESS 
STEEL model A-11B. Neumade film washer, 35mm 
EYEMO cameras, spider turrets, large selection of 
Eyemo lenses, 35mm x 1000 film. AIR PHOTO 
SUPPLY, Dept. C-1, 555 East Tremont Ave., New 
York 57, New York. 





RENTALS 





RELAX WHILE SHOOTING OR RECORDING 
at ROLAB STUDIOS, Sandy Hook, in beautiful Con- 
necticut, Low Rotes. Ask for new ROLAB Booklet. 
Telephone: Garden 6-2466. 


LABORATORY & SOUND 





SOUND RECORDING at a reasonable cost. High 
Fidelity 16 of 35. Quality guaranteed. lete 
studio and laboratory services. Color printing and 
lacquer coating. ESCAR MOTION PICTURE SERVICE, 
INC., 7315 Carnegie Avenue, Cleveland 3, Ohio. 
Phone Endicott 1-2707. 





ROCKY MOUNTAIN 16MM HEADQUARTERS 
16mm Black & White and Anscochrome—Processing— 
Printing — Recording — Editing — Production — Rental 
Sales. All types of film in stock. 
Write for Price List. 
WESTERN CINE SERVICE, INC. 
114 E. 8th Ave., Denver 3, Colorado. TAbor 5-2812 





16mm SOUND and picture editing—sound recording— 
music—effects. DON DUNN'S EL RANCHO AUDIO, 
near Palos Verdes and L.A. Harbor, 26246 Fairview 
Avenue, Lomita, Calif. DAvenport 6-4925. 





STOCK FOOTAGE WANTED 





TITLES 





OUR standard 16mm main and explanatory titles. Up 
to three lines, $1.50 each. Additional lines 50c 
extra per line (maximum five lines) includes fade-in 
and fade-out, ready to splice into your film 
Single/double perforation. Send $1.50 for person- 
alized sample title. ALEX TAYLOR, 458 McKinley, 
Grosse Pointe 36, Michigan. 
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STOCK SHOT FOOTAGE 
WILL PURCHASE selected footage, 16mm or 35mm, 
color or black-and-white, suitable for commercial 
library. Payment based on subject matter and photo- 
graphic quality. Submit films or description to 
Elmer Dyer, ASC, 
WORLD WIDE FILMS 
La Jolla, Hollywood 48, California 
Phone: WeEbster 9-8308 
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LANGUAGE OF TAPE 


(Continued from Page 470) 


Used either on 
“message re- 


form an endless loop. 
standard recorder, special 
peater” type units, or in conjunction 
with a cartridge device, it makes it pos- 
sible to play back a recorded message 
repetitively without rewinding the tape. 

*TAPE PLAYER—Unit for playback 
only of recorded tapes. Sometimes 
called a tape phonograph. 

TAPE SPEED—Speed at which tape 
moves past the recording head. Stand- 
ard tape speeds for home use are 3%4 
inches per second (abbreviated ips) 
and 714, ips. Faster speeds are 15 ips 
and 30 ips. Slower speeds sometimes 
use are 17% ips and 15/16 ips. Faster 
speed makes possible improved high- 
frequency response, while slower speed 
means greater tape economy. If a tape 
is recorded at 334 ips, then played back 
at 71, ips, all sound will be raised one 
octave in pitch. Cutting the speed in 
half lowers a tone one octave. 

*TAPE SPLICER—Device for splic- 
ing magnetic tape automatically or semi- 
automatically similar to a film splicer. 
Different models vary in operation. Most 
use splicing tape; some employ heat. 

*TAPE THREADER 
easier threading of tape on the reel. 

TELEPHONE PICKUP 
duction coil device which slips over a 
telephone receiver, or upon which entire 
telephone may rest, used to pick up both 
voices during a telephone conversation 
for recording on tape. 

THREADING SLOT—Slot in record- 
ing head assembly cover-plate into which 
tape is slipped in threading up the reels 
for use of the recorder. 

TONE CONTROL—Control knob on 
tape recorder amplifier used to vary 
bass and treble response to achieve most 
desirable balance of tone. 

VOLUME — An acoustical — rather 
than electrical — measurement, which 
refers to the pressure of the sound waves 
in terms of dynes per square centimeter. 
The louder the sound, the greater the 
pressure. Most technicians prefer to 
talk in terms of decibels. 

V.U. METER—A “volume unit” me- 
ter which indicates the relative levels of 
the various sounds being recorded by 
measuring the electrical voltages. 


Device for 


—Type of in- 


WOW—Slow variations in tape speed 
causing similar variations in sound vol- 
ume and pitch not present in the origi- 
nal sound. A form of distortion. 
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“Adequate sunlight effects on exterior- 
interior sets are not possible without the 


terrific power and controllable source 


size provided by ‘National’ carbons.” 


The “National” carbon arc... 


nothing brighter under the sun. ' 
ET ite). | 
: fey Si =} ie) 3 
The terms “National” and "Union Carbide’’ are registered trade-marks of Union Carbide Corporation 


NATIONAL CARBON COMPANY « Division of Union Carbide Corporation « 30 East 42nd Street, New York 17, N.Y. 
Sales Offices: Atlanta, Chicago, Dallas, Kansas City, Los Angeles, New York, Pittsburgh, San Francisco. In Canada: Union Carbide Canada Limited, Toronto 











ONE Source — 


2eee- DYron 


All Producer Services 














EDITING ANIMATION 
































SOUND RECORDING 











MAGNETIC .SOUND STRIPING 


























NEGATIVE AND POSITIVE 


MUSIC LIBRARY PROCESSING 
































SOUND EFFECTS REVERSAL PROCESSING 






































NEGATIVE-POSITIVE COLOR 


sated PROCESSING 
































COLOR=CORRECT_PRINTS 


TITLING ® 
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Byron offers you ANY or ALL facilities you require for completion of your 
original unexposed film . . . original processing; complete producer services; 
finished prints in either Color-Correct or black and white . . . in one 
convenient location. Byron producer services save you time, money and 


division of responsibility. 





For information and price list, write, phone or wire by ro Nn laboratory 


1226 Wisconsin Ave. N.W. Washington 7, D.C. 
FEderal 3-4000 


COMPLETE PRODUCER SERVICES ...COLOR AND BLACK-AND-WHITE PRINTING AND PROCESSING 











